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Abstract 
The study explored the merits of employing a multidisciplinary approach to group 
work for psychosocial rehabilitation. The main question guiding the study was: What 
are the practical and research implications of combining arts-based and narrative 
therapy approaches for group work in a Psychiatric Disability Rehabilitation and 
Support day-program? This inquiry was prompted by the perceived need for creative 
and inclusive approaches to exploring socio-emotional issues of living with 
psychiatric illnesses. 
 
The methodology incorporated poststructural theories, reflexive research, 
ethnographic drama, song writing and arts therapies to collaboratively construct and 
present a musical puppet pantomime titled Poor People: Rich Lives, with PDRS 
members. The performances were recorded on DVD and other data were generated 
from discussions with the audience after the performances and the group members 
throughout the project development.  
 
The study locates the national position of psychosocial rehabilitation within a global 
setting and explores contemporary understandings of recovery, wellbeing, 
psychosocial disability and support. International and local arts-based and narrative 
therapy mental health projects are outlined, in order to explore practices of 
‘intervention’, ‘meaningful participation’, ‘social worth’ and ‘self-worth’ within such 
projects. 
 
Analysis of the data indicated changes in the group members’ subjectivity; in how 
they perceived themselves and their positions within their community. They ceased 
describing themselves as being psychiatrically disabled and came to view themselves 
respectively as artists, performers and friends, able to try new things and achieve 
changes in their lives. Emergent issues identified by the group members and explored 
through the artistic processes were isolation, anxiety, self-consciousness, paranoia, 
companionship, confidence, motivation, emotions and change.   
 
The reflexive analysis highlighted the suitability and significance of the artistic 
approaches to group work for people living with psychiatric illnesses. Compassion 
was articulated in the songwriting and storytelling and echoed throughout the group 
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and audience members’ comments about the songs, the story and the performances. 
The pantomime project enabled members to gain a sense of acceptance, understanding 
and belonging from other members of the day-program community. In doing so, the 
various dimensions of the project assisted in addressing some of the group members’ 
issues they had identified.   
 
Practical implications were found in the artistic exploration and communication of 
socio-emotional issues, while research implications relate to the adoption of resource 
efficient, inclusive and flexible research strategies. This study proposes the emergence 
of a new category of discursive practice: artistic intersubjective technologies; that 
serve to generate knowledge of ‘self and other’ awareness. The findings also 
implicate possibilities for improving community education strategies and professional 
development of PDRS staff to generate practice-based research within already 
existing arts programs. 
 
The methodology may be applied to other community program situations such as 
cultural reconciliation projects, new migrant and other community groups wanting to 
develop a sense of identity, trauma recovery, intervention groups for drug and alcohol 
and addictions. There are also methodological implications for mental health 
education with young people and assisting learning in the disability sector - for clients 
groups with complex communication needs, language deficit and social awareness 
limitations such as Autistic Spectrum Disorder. 
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Chapter 1 
Introducing the Focus, Significance and Methodology of the Study 
 
This chapter provides an overview of the study‟s aims, questions, the researcher‟s 
background, the context of the project, the study‟s rationale and methodology, and the 
framework of the study. The reflexive study combined arts-based and narrative therapy 
approaches in a group project with 12 adults who attended a Psychosocial Disability 
Rehabilitation and Support (PDRS) day-program in Melbourne, Victoria, Australia. The 
project involved the creation of a musical puppet-pantomime that would be performed for 
their community at the day-program venue. Reflexive analysis (Alvesson & Skoldberg, 
2009) incorporated multiple perspectives of the various artists and PDRS community 
members involved in the study. Arts-based therapy is sometimes known as creative arts 
therapy (McNiff, 1998; Moon, 2002; Dunne, 2006; Finley, 2008) and the foundation of 
narrative therapy was developed by White and Epston (1990). 
 
The pantomime was a construction of artistic, lyric and dramatic expressions of issues the 
clients experienced living with psychiatric diagnoses. The pantomime was performed 
twice for their PDRS community. After the performances, the audience members were 
invited to voluntarily complete a questionnaire and engage in a discussion with the 
performers, based on the „Definitional Ceremony‟ (White, 1997). These post-
performance discussions facilitated community dialogue about social issues and personal 
challenges of living with psychiatric illness; enabling the functions of intersubjective 
technology to be recognized (see Section 2.6).  
 
1.1 The Research Aims 
The primary aims of this reflexive study were to explore and disseminate the 
development of combining arts and narrative therapy approaches for practice and 
research. Other aims were to explore if, and how, the pantomime project could promote 
community awareness within the day-program. „Community‟ was defined in this context 
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as all participating clients, their carers, friends, support workers and medical or clinical 
associates of the PDRS program.  
 
1.2 The Research Questions 
The study focused on a pantomime project as a case-study of poststructurally informed 
group work in a PDRS day-program in Melbourne, Victoria. The main question that 
guided this study was: 
What are the practical and research implications of combining arts-based and narrative 
therapy approaches for group work in a PDRS day-program? 
 
To elucidate the exploration of this question, I employed the following questions to 
structure the writing of the study:  
1.   What was the discursive construction of the study?  
1a) What were the theoretical and methodological considerations of the study?  
1b) What was the discursive construction of the day-program?   
1c) How did this study relate to recent and local arts-based and non-arts-based, mental  
      health projects? 
 
2. How did group members engage in the study?  
2a) How was the project constructed within the existing day-program?  
2b) What were the group members‟ creative contributions to the construction of the  
      pantomime?  
 
3.   What potential for transforming understandings existed within this approach? 
3a)  What exploration of subjectivity occurred through the songs and writing of the  
      pantomime?  
3b) How did group members and fellow community members in the audience relate to  
      the pantomime and each other?  
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4. What does the combined arts-based-narrative approach offer practice in a PDRS 
service?  
 
1.3 My Background  
Exploring life-stories through arts projects featured early and often throughout my thirty 
or so years of musical education and practice. Following my formal classical training in 
both music and dance, I explored song-writing and improvisation. Throughout, and after, 
my undergraduate study in psychology and sociology I taught piano and creative dance to 
children. Eventually, my interests drew me to study creative arts therapy and Waldorf 
Education (Steiner, 1924), both of which affirmed my educational intent to engage 
students‟ imagination and playful initiative with musical and artistic expression. Original 
stories and pantomime-like dramas would often manifest through the children‟s 
imaginative improvisations.  
 
Relocating my work to the fields of welfare and social work brought new perspectives of 
therapeutic encounter and social awareness, eventuating in an exploration of narrative 
therapy (White & Epston, 1990). With an appreciation for the potential  of arts-based or 
creative arts therapy, I became interested in exploring combining arts-based and narrative 
therapy approaches to develop a therapeutic intention of music-making and song-writing 
with others; working with them to explore and express their life stories and ways of 
relating to others and the world around them.   
 
1.4 An Overview of Psychiatric Disability Rehabilitation and Support Programs  
Social integration and the development of interpersonal relationships are viewed as 
important therapeutic experiences of current non-clinical approaches to psychosocial 
support and rehabilitation. This positions the community as an active party in the 
rehabilitation process. A psychiatric illness is understood by the PDRS sector to include 
at least one traumatic experience, sense of loss and/or confusion that requires 
considerable focus and strength from which to „recover‟ (Vicserv, 2002). Once clients 
have overcome the acute phase of a psychiatric illness, psychosocial opportunities, such 
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as social interaction, creative and engaging activities, are viewed as instrumental to their 
„recovery‟ process (Vicserv, 2002).  
 
Rehabilitation programs have been established over the past 15 to 20 years in Victoria to 
help individuals with the gradual, personal reconstitution of life choices and agency. This 
„re-authoring' (White & Epston, 1990; Morgan, 2000; Carey & Russell, 2003) of their life 
is pertinent to the post-acute stage of „recovery‟ in which the client reconstructs their 
sense of self. A support worker is located within such a program to help a client 
recognise their intentions and hopes, personal strengths and the available personal and 
community resources in order to develop, with them, a service plan specific to their 
needs. Arts programs are aligned with these aims also in order to support the client‟s 
artistic expression and development.   
 
Working as a PDRS community support worker prior to commencing the study, I had 
learned, from individuals I worked with, that the illnesses and medication of them, often 
adversely affect their sense of living and relating to their family, friends and communities 
(Vicserv, 2002). Many attendees of PDRS day-program in this study had been living with 
such difficulties for many years. The PDRS day-program offered participants 
engagement in recreation, cooking, exercise and sport, art, music and socialising as well 
as the fostering of connections within the local neighbourhood (Vicserv, 2002).  
 
1.5 Rationale for the Study 
The rationale for undertaking this study emerged during my initial exploration into 
combining arts-based and narrative therapy approaches. I discovered that there was little 
literature on this approach to practice. I had noticed some use of the arts by narrative 
therapists (Morgan, 2000; Fox, 2003; Denborough, 2004), but no literature discussing or 
explaining how and why the arts were used in such work. I was unaware that the text 
Narradrama (Dunne, 1992) existed until the publication of the second edition in 2006 
(Dunne, 2006), one year after the completion of the pantomime group work and 
performances. Dunne (2006) places her combined narrative/drama therapy approach 
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within a research context of postmodern theory. Dunne‟s text outlines some similar 
approaches to group work as the methodology of this project.  
 
In addition, there was no accessible literature research into audience appreciation of 
theatre made and performed by people attending psychosocial or similar community 
support programs. I saw a need to fill this gap. I believed that there was a need for 
performance opportunities that would offer a high degree of interaction between 
performers and their audience, that in turn, held the potential for group members‟ to 
develop a sense of being understood and accepted. I also identified a need for research 
and evaluation of day-programs on an ongoing basis. I hoped that I might address these 
needs through the study: to develop a process that encompassed collaborative research 
and therapeutic aims that could be incorporated within day-programs and facilitated by 
day-program staff of the PDRS service, for future developments PDRS, or other, 
programs.  
 
1.6 Theoretical and Methodological Overview  
This study adopted a reflexive research approach (Steier, 1991; Alvesson & Skoldberg, 
2000; Marshall, 2001) within a group project in a community psychosocial support day-
program setting. The arts-based narrative therapy methodology offered a flexible and 
comprehensive approach to identifying and exploring group members‟ stories. At the 
same time, the multiple reflexive perspectives of data, enabled through the audience 
responses to and discussions of the performances, provided rigour and support for 
analysis. Ethnographic drama, a method of exploring and presenting data (Ellis & 
Bochner, 1995), and poetic or lyrical presentations of research (Denborough, 2004; 
Richardson, 1992, 2002) also informed my decision to present the pantomime 
performance as part of the study. Doing so provided the group members with 
opportunities to explore and review different positions within their stories of psychiatric 
illness.  
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I chose narrative therapy principles and techniques to guide the creative and research 
processes of my project for a number of reasons. First, narrative therapy draws on 
Foucault‟s theories of power, knowledge and subjectivity (Foucault, 1980, 1982; 
Foucault, Martin, Gutman & Hutton, 1988; White & Epston, 1990), within which power 
is understood to lie in knowledge and vice-versa, as inseparable and mutually constitutive 
and subjectivity denotes a person‟s identity and their sense of self. Subjectivity is 
constructed from the power/knowledge formations, or discourses, in which they are 
located and locate themselves. Individuals are, therefore, viewed as occupying numerous 
subject positions. They are not viewed as powerless but as having agency, that is, the 
capacity to change. As White and Epston (1990) suggest, people may be selective to a 
lesser or greater degree about stories they and others tell of themselves. Furthermore, 
awareness of one‟s construction of self-identity generates or „unlocks‟ awareness and 
potential of freedom, agency, and decisions of what stories, statements and social 
constructs serve them in generating preferable ways of constructing subjectivity for the 
group members of the study.  
 
Consistent with this poststructural stance, narrative therapy holds the assumption that our 
lives are multidimensional. Exploring our lives as “multi-storied” (White, 1998, p. 226) 
may be enhanced by the variety of available creative arts modalities, allowing diversity 
and complexity to exist in the reliving and retelling of the narrative. In collusion with this 
notion, the arts-based practices of this study have potential to enable appreciation of non-
lineal, artistic explications of experiences.  
 
Deconstruction is used in the study, within the drama activities and script development 
for the pantomime and to explore and understand subjectivity and intersubjective 
dialogues. The notion of deconstruction (Derrida, 1980) informs co-research within the 
narrative therapy approach. A narrative therapist aims to engage in research with their 
client, continuously „checking‟ their choice of direction: “As therapists we follow our 
clients‟ stories and agenda(s) (sic) with a sense of awe of life” (White, 1998, p. 98). 
Knowledge emerges through the deconstruction of stories and memories of the client, and 
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how beliefs, values, hopes, fears, of the client‟s or their friends‟ or family members‟ may 
influence how they understand themselves, others and the turn of events in their lives. 
Narrative therapists, Freedman and Combs (1996), point out that in narrative therapy 
“questions are asked to generate experience rather than to gather information” (p. 113). 
Through deconstruction, the client and therapist may explore and experience new aspects 
to life memories and subjectivity itself. Further discussion of deconstruction is found in 
Section 2.8. 
 
This position of inquiry is suitable for arts-based therapy and research in which the 
artistic exploration or experience can provide reference points for both reflexive practice 
(see Section 3.3.1) and co-research. In the process of developing alternative stories, the 
therapist‟s awareness of the moments, actions and thoughts that contradict the client‟s 
dominant problematic story (Carey & Russell, 2003) are reference points to navigate a 
new way forward, in how they see themselves and what they chose to do; reconstituting 
their subjectivity and the practices that support it. 
 
In addition to the desire to provide a format and vehicle of exploration and expression for 
the group members, the pantomime performance provided opportunities for reflexive 
analysis (see Section 3.1.1). Within the event of the performance, audience members 
were invited to respond to the performance, providing multiple-perspectives of reflexive 
analysis. Intersubjective dialogue between the group members and the audience was 
enabled through an adapted version of the Definitional Ceremony (see Sections 3.3.4 & 
6.8). The data comprised perspectives of the 12 group members, 22 audience members 
and four outsider witnesses, as well as mine, which were drawn on to address the 
research questions. I came to appreciate more deeply, the research possibilities of this 
approach to identify, explore and relay bodies of knowledge or understandings rigorously 
without compromising, but rather supporting, the agency and voices of the people 
collaborating in the study.  
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1.7 Framework of the Study  
The study progressively addresses each of the subsidiary questions. Thus, I begin my 
exploration of the discursive construction of the pantomime project, discussing the 
theoretical underpinnings of the study in Chapter 2 and the methodological construction 
in Chapter 3. A deconstruction of psychosocial rehabilitation, the context in which the 
participants of the project were situated, is explicated in Chapter 4. This chapter 
deconstructs the dominant and marginal discourses of mental health management and 
service provision in Victoria, foregrounding the rationale for the methodology of the 
study.  
 
Chapter 5 presents a discussion of contemporary mental health and arts for mental health 
projects, acknowledging the similarity of the aims of these projects with those of the 
study, also identifying gaps in extant literature. Chapter 6 outlines how the pantomime 
members‟ engaged with the project, the setting and progression through the construction 
stages of the project at the day-program centre. In Chapter 7, a reflexive analysis of the 
group members‟ artistic engagement is presented: their particular artistic developments 
and what they felt and thought about the creation of the songs, characters, story and their 
preparation for the performance of their work. 
 
The group members‟ comments regarding their contributions and the impact on them of 
being involved and presenting their work are discussed in Chapter 8. I continue this 
discussion in Chapter 9, including reflexive analysis from the group and audience 
members to explore how the creation and performance of the pantomime enabled 
intersubjective dialogue and awareness. The uniqueness and potential of the arts-based 
narrative therapy approach, for practice and practice-based research, is proposed in 
Chapter 10. Chapter 11 is the final chapter in which I present the conclusion to the study, 
summarize the findings, their contributions to the fields of arts-based research and 
practice-based research in PDRS services and implications for education. 
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Throughout the study, I use the term „the study‟ in reference to the entire research 
process, including the project: the planning, creation and performance of the pantomime. 
An audio-only version of the pantomime performance is available to hear, made without 
visuals to protect the privacy of the group members. The audio file can be accessed 
through the link provided.  
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Chapter 2 
Theoretical Considerations 
 
This chapter consists of nine sections in which the theoretical considerations that 
informed the study are discussed. The Foucauldian concepts of the knowledge-power 
relation, discourse, discursive practice, technology, subjectivity and agency were of 
importance to this study, as was Derrida‟s (1980) concept of deconstruction. Narrative 
therapy (White & Epston, 1990) principles and practices, which incorporate Foucauldian 
and poststructuralist concepts, also informed the study and are discussed in this chapter. 
The emergent concept of intersubjective technologies is discussed in relation to the 
methodology of this study.  
 
2.1 Foucault’s Emergence as a Theorist 
Foucault‟s popular rise in the field of social research came from his response to a student 
revolution in France in 1968 (McHoul & Grace, 1993). From this event he came to 
postulate that power was distributed through complex networks of social construction. 
Foucault analysed the dynamics of power, describing the prevailing understandings of the 
structure of power struggles as social, ethnic and religious, or sometimes a mixture of 
these relations (Foucault, Kritzman & Sheridan, 1988) and rejected Marx‟s 
conceptualizations of power as inherent in class, gender and race (Morrow & Torres, 
1994). Foucault argued: “Analysis of modern politics must not see the struggle between 
master and rebel but rather a dispersed and indefinite field of power struggles and 
strategies for domination” (Foucault, Kritzman & Sheridan, 1988, p. xii).  
 
His work was, therefore, to critically analyse a form of power, rather than a position of 
power (Foucault, Kritzman & Sheridan, 1988). In doing so, he re-conceptualised power 
as located within relations of knowledge and power (Foucault, 1980), developed notions 
of the human subject and institutional politics (Foucault, 1977), marginalization 
(Foucault, Kalfa & Murphy, 2006), the subject and power (Foucault, 1982; Foucault, 
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Martin, Gutman & Hutton, 1988) and subjectivity and truth within the field of ethics 
(Foucault, 1997).  
 
Foucault‟s concept of the power-knowledge relation articulates knowledge and power as 
inseparable, mutually interdependent and generative (Foucault, 1977). His methodology 
of theoretical analysis, explored in his text, The Archaeology of Knowledge (Foucault, 
1972), articulated his shift from developing theory focused on unveiling the underlying 
structures of truths, an archaeological stance, to one of recognizing and stating the 
influences that procure a truth‟s status, that of genealogy (Ransom, 1997).  Genealogical 
analysis involves exploring differences in prevailing and subverted discourses, 
considering truths as contextual, located within historical and situational circumstances 
(Dreyfus & Rabinow, 1982). 
 
Of particular, yet coincidental contextual relevance to this study, is Foucault‟s first 
published text, A History of Mental Health Treatment (Foucault, Kalfa & Murphy, 2006). 
This archaeological text, first published in 1969, offered an historical dissertation on 
mental health, critiquing the prevailing understandings and categorisations of people as 
being „mentally ill‟. Foucault‟s observations and discussion of the social implications of 
„out-casting‟ or marginalizing people suffering from psychiatric illnesses, offer critical 
insights into the implications of contemporary treatments (Dulwich Centre, 1998).  
 
2.2  The Power-Knowledge Relation: A Discerning Mechanism for Life 
As noted above (Section 2.1), power and knowledge are seen to be interdependently 
constitutive components of a power-knowledge relation. Foucault described the 
relationship:  
 
Power produces knowledge…power and knowledge directly imply one another; 
there is no power relation without the correlative constitutions of a field of 
knowledge, nor any knowledge that does not presuppose and constitute at the 
same time power relations. (Foucault, 1977, p. 27) 
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As stated, power-knowledge relations constitute and are constituted by conceptual and 
theoretical bodies or fields of knowledge, for example, categories of objects, people, and 
perceptions of self or sense of identity.  
 
Lacombe (1996) proposed that power could be understood as a “mechanism for life” (p. 
334). The knowledge-power relation may then be understood as a discerning mechanism 
for life. Such mechanisms may include both constraining and enabling understandings 
and practices. Our capacity to be „healthy‟ and to make decisions informed by our 
knowledge of health is an example of power-knowledge relations which structure our 
lives. We may engage in healthy practices such as choosing foods and activities that we 
understand to be healthy. If we invest in the understandings of health we are doing so in 
the pursuit of being or becoming healthy. Copnell (2003) suggested that “relations of 
power-knowledge are seen as implicit in constituting perceived reality, operating through 
discourse and reinforced in everyday language and practices” (p. 54). The concept of 
discourse is relevant to the operational influence of the power-knowledge relation. 
 
2.3 Discourses: Knowledge in Perpetual Reconstruction 
Discourses (Foucault, 1972) are constructs of theories, beliefs and statements that 
formalize the operation and boundaries of the power-knowledge relations we work with 
in our lives. Discourses of gender, morality, professional and compassionate conduct, to 
name a few, shape our lives through social and systemic systems, such as the family, 
school, communities and nations. One may access discourses via the voices of people 
within these systems, through the media, public art and advertising. Our thoughts of the 
world and who we are within it are constructed with a personal blend of dominant, 
marginal and oppositional discourses (McHoul & Grace, 1993). These categories of 
discourse relate to differences in their perceived truth status. Marginal discourses offer 
variations of the dominant truth, while oppositional discourses challenge postulated 
„truths‟. 
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Current discourses of music education, explored by Georgii-Hemming and Wetvall 
(2010), offer an example of the genealogical movements of discourse.  Folkstad (2006) 
stated of music education that, traditionally, a dominant discourse of „formal tuition‟ 
prevails: a student practises their teacher‟s every directed task. A marginal discourse of 
„artistic development‟ may also prevail, with some „informal‟ aspects to learning: 
individual students select pieces of music to study from a designated list of repertoire. An 
oppositional discourse in this field would be that of „self-teaching‟: a student learns from 
trial and error with little or no guidance from a teacher.  
 
Their study presents the dominant discourse of music education in Sweden, that of 
„informal practices‟, as “relat[ing] to significant issues concerning students' engagement, 
participation, inclusion and the role of the teacher” (p. 21). Marginal discourses include  
students‟ influence on curriculum content, through the practice of using popular music 
and „non-orthodox‟ teaching strategies acquired from informal music playing contexts. A 
new discourse of „personal development‟ has emerged within the curriculum, a bi-
product of developing practical abilities: “the core of the subject is practical music 
playing, through which personal development can occur – both musically and socially” 
(Georgii &Westvall, 2010, p. 21).  
The field of health is also a formation of diverse categories of discourse. The prevailing 
body of medical knowledge is based on the truth status of scientific knowledge, with 
marginal discourses forming the field of complementary medicine and oppositional 
discourses forming that of alternate therapy. Within the context of public health, 
dominant discourses of scientific knowledge are governed by the people who generate 
them who, in turn, govern the legitimacy or truth status of knowledge (Marshall & 
Werndly, 2002). Such dominant discourses, of medicine or science, are not easily 
challenged or refuted by people who do not know or embrace their constitutive language 
and practices. However, within the scientific community, the truth status of theories is 
being challenged continually as positions within the hierarchy of truth are vied for, and 
presented, through Federal parliamentary debate.  
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The dominant, marginal and oppositional categories of shape the Australian Medicare 
rebates. In 2006, new Medicare items provided families, schools and health professionals 
with support in recognising and addressing mental illness.  A previously marginal 
category of health, mental health is included within the dominant discourse of „medical 
intervention for mental health‟. The Australian Government's Better Access to 
Psychiatrists, Psychologists and General Practitioners through the Medicare Benefits 
Schedule initiative was estimated to cost $538 million over five years (Medicare 
Australia, 2010). 
As a category of medical care that attracts Australian government reimbursement, the 
need for psychiatric care is deemed as necessary and of primary health concern for the 
nation and its residents (Medicare Australia, 2010). However, Medicare does not cover a 
range of other items including psychology, except as specified items introduced for allied 
health services as part of the Chronic Disease Management (CDM) program (Medicare 
Australia, 2010). The lists of rebates directly influence what care is accessible and what 
may remain out of the financial reach for some individuals. The Medicare rebates 
position medical or psychiatric treatment as a priority for government funding, ahead of 
psychological treatments, demonstrating the relational dynamic of psychiatry as a 
dominant discourse of mental health care and psychology as marginal. However, the state 
of the relational dynamic of discourses is not as black and white as a list of Medicare 
rebates. The hierarchy of discourses are in constant flux with subsequent evidence in 
support of or in opposition of the truth status of a discourse.  
Within the ongoing process of discourse rationalization (Marshall & Werndly, 2002), 
change is, in effect, a mutually generative force. Changes in our beliefs, our 
understandings, our considerations and engagement of practices occur as we accept or 
refute the hierarchy of discourses.  Emergent discourses can draw attention to the 
hierarchy of discourses and create pressure on dominant and marginal discourses to be re-
evaluated and their truth status justified. Oppositional discourses may become dominant 
and dominant discourses become marginal or oppositional as new bodies of knowledge 
emerge or are created. Emergent discourses may provide support for the continuation of 
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the truth status of existing discourses or constitute points of resistance to change, 
affecting a shift in the hierarchy of the discourses. An example is civil law suits that can 
create change in social policies (Ascension, 2011).  
The feminist and poststructural theorist, Weedon (1987), suggested that the development 
of discourse is initiated through subjective appropriation: “resistance to the dominant 
[discourse] at the level of the individual subject is the first stage in the production of 
alternative forms of knowledge” (p. 111). When an individual resists identifying with 
descriptions offered by a dominant discourse, space for alternative descriptions and 
understandings may become available. Subverting the position of the expert may enable 
an individual to create preferred alternative position for one‟s self. The process of such 
constitutional change can be understood through the functions discursive practices.   
 
2.4  Discursive Practices: The Reconstruction in Process 
Discursive practices are actions taken by an individual that are consistent with and 
manifest informant discourses. Discursive practices substantiate discourse. White (1992) 
sees the constitutional aspects of practices and discourse as inseparable, arguing that 
relations of meaning and knowledge and of practices and power mutually constitute 
meaning, structures and practices. 
 
A discourse of free-speech will inform actions consistent with a belief in a right to 
speaking one‟s mind, such as addressing another person in speech, writing or any mode 
of expression possible. For example, the discourse of agency (discussed further in section 
2.8) may be understood as a position, or potential position (Davies, 1990), of free choice 
and action, as dependant upon the knowledge-power relation available to the individual. 
Discourses of agency include societal rules or boundaries. As previously stated (Section 
2.2), knowledge informs action, within which power is an enabling force. An individual 
may understand the societal rules of an agentic discourse, such as a right to free-speech, 
and therefore know that the potential to hold a position of agency to practise it exists.  
Technologies may be seen as a category of discursive practices that serve in the 
construction of discourse and promote understandings of subsequent relations.  
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2.5  Technologies: The Mechanisms of Discursive Reconstruction 
The term „technology‟ is derived from the Greek word techne which refers to “the 
knowledge of how to produce things” (Burkitt, 2002, p. 222). Foucault, Martin, Gutman 
and Hutton (1988) used the notion of technologies – of production, of sign systems, of 
power and of the self – to denote the ways that people “perform operations on themselves 
or on other things” (Burkitt, 2002, p. 221); for example, writing is primarily a technology 
of sign systems. However, Burkitt (2002) uses writing as an example of a combination of 
technologies, since technologies were understood by Foucault, Martin, Gutman and 
Hutton (1988) to function together. Writing can, for example, be a technology of 
production and a technology of the self in addition to being a sign system. The act of 
writing may produce a text that explores power through its analysis of knowledge-power 
relations and also see „self‟ as an object of analysis, thus becoming a technology of self 
(Burkitt, 2002). Technologies may, therefore, be forms of practical action or forms of 
definition or discipline in the construction of self.  
 
Foucault‟s notion of „technologies of the self‟ referred to the internal relations of „self‟ 
and the processes of investigating forms of self-awareness, self-regulation and self-
production (Foucault, Martin, Gutman & Hutton, 1988). Burkitt (2002) worked with 
Foucault‟s notions of technologies, stating that the reflexive aspects of the self “can 
discourse upon and attempt to change the self and its practices” (p. 224). With this 
notion, the self would have potential to affect perception through belief and have 
authorship status for the construction of his/her subjectivity.  
 
2.6  Subjectivity: Knowing and Defining Self  
Subjectivity is the construction of an individual‟s sense of self (Foucault 1980). Foucault 
(1980, 1982) maintained that an individual‟s sense of self is located within a web of 
power-knowledge relations, forming the „triple foundation of thought‟: power, 
knowledge and subjectivity (Deleuze, 1986). The term „thought‟ refers to the intellectual 
capacity and process of deciphering truth: “to think is to experience, to problematize” 
(Deleuze, 1986, p. 124). An individual may create his or her subjectivity and reality and 
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is capable of being an agent of thought, to categorize truth. Change or transformation, as 
a concept, is situated within the generative construction of subjectivity and reality. 
Foucault theorized that subjectivity is in constant review by the subject through the 
technologies of the self which are, as previously discussed, informed and, in turn, inform 
and contribute to the constitution of self.  
 
To understand the foundation of this notion, Foucault (1972) positioned self as a 
discursively formed object: “Discourses systematically form the objects of which they 
speak” (p. 49). As a person‟s subjective constitution is informed by what s/he believes to 
be true and consistent with their actual and/or desired reality, that person will be able to 
understand their subjectivity, make decisions and act only on the areas of knowledge 
available to them or those they create.  
 
Construction of subjectivity is multidimensional, incorporating a combination of 
consistent and inconsistent discourses. Subjectivity may be more like a system of 
technologies of the self, reflexive and responsive, than a unified, constant self. To know 
one‟s subjectivity, then, is a complex matter. In support of Foucault‟s (1972) concepts of 
multiplicity, discontinuity and complexity in the formation of subjectivity, Sarup (1988) 
stated that “we are never any one of our attributes...there is no subject except in 
representation, but no representation captures us completely” (p. 15). I believe that our 
technologies – of self, power, signalling and production – are manifest in our ability to 
relate to and communicate with others, to meet the challenge of knowing „self‟. This 
ability to communicate how we perceive and understand ourselves to others and how we 
understand others through our own experience may be seen as a technology, called 
intersubjectivity. 
 
2.7 The Emergence of Intersubjective Technologies 
Knowledge of the constitution of one‟s subjectivity may be developed in association with 
others‟ perception through the technologies of intersubjectivity (Stolorow & Atwood, 
1996) and reflexivity. Stolorow and Atwood (1996) explain the relationship of „self‟ and 
  
 
18 
„other‟ as formative for how we understand experiences: “our intersubjective perspective 
is the larger relational system or field in which psychological phenomena crystallize and 
in which experience is continually and mutually shaped” (p. 181). Sarup (1988) 
commented on the relationship between accessing reflections of self-representation via 
others‟ perceptions and the development of reflexive knowledge:  
 
Intersubjectivity is there right from the beginning, self knowledge is not possible, 
the self cannot reflect on itself. Our representations of ourselves are always 
subject to others‟ interpretation...ergo intersubjectivity. How we know ourselves 
is through the intersubjective relationships we share with others. (p. 16) 
 
As mentioned, our knowledge of self and of other‟s interpretation of us involves a 
constant reflexive analysis of self. As Foucault stated, self is a discursively formed 
object, informed by our beliefs and our perceptions. Intersubjectivity may then be 
understood to be an objectifying technology (Lacombe, 1986) due to the analysis it 
enables of ourselves through other‟s perceptions of us. „Intersubjective technologies‟ are 
first named in publication in 2011 by Cudmore (2011) in his doctoral thesis, The Social 
Context of Creativity. This study discusses the technologizing of intersubjectivity from 
the position of historical orality (Ong, 1982). Cudmore (2011) theorizes that empathy had 
to develop before a sense of self could emerge in humans. Cudmore (2011) also makes 
the claim that intersubjectivity is critical to communication, the capacity for humans to 
interpret intentionality.  
 
My use of the term artistic intersubjective technology emerged from exploring the 
relational dynamics of the discourse of subjective and empathetic development. It was 
through the theoretical foundations and discussions of technologies articulated by 
Foucault, Martin, Gutman and Hutton (1988) and Burkitt (2002) that I considered the 
techniques used in this study to be intersubjective technologies. Lacombe‟s (1986) 
descriptions of both objectifying and subjectifying „techniques‟ prompted the 
consideration of objectifying techniques enabling observation of our perceptions and our 
reflexive capacities, as the methodology of this study does. Lacombe defines 
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subjectifying „techniques‟ as having a disciplining or definitional effect for self through 
the process of investing in particular discourses. From the position of author, or agent, of 
one‟s life, of I consider agentic practice as subjectifying techniques, as they distinguish 
the individual‟s influence on and shaping of their subjectivity, through his/her choices 
and subsequent actions. 
 
2.8 Agency: Investing in Discourse and Shaping Subjectivity 
The ability to access and invest in certain discourses to create desired, or resist undesired 
change, constitutes agency. The notion of investment proposes an individual‟s 
engagement in constituting their subjectivity. However, the decision to take up any 
discourse is not simply a choice. Henriques (1998) suggested that a subject will „invest‟ 
in a preferred position within a discourse: 
 
[A] term like „choice‟ does not convey the complexity of causes for action … By 
claiming that people have investments … in taking up certain positions in 
discourses, and consequently in relation to each other, I mean that there will be 
some satisfaction or pay-off or reward … for that person. That satisfaction may 
well be in contradiction with other resultant feelings. It is not necessarily 
conscious or rational. But there is a reason. (p. 234) 
  
An individual has agency in terms of his or her own thoughts about who they are, what 
they want to happen in their life and their engagement with other people, what they 
believe may be possible and how they may learn, develop or acquire the means to make 
change and development happen. Awareness of power-knowledge relations within 
discursive practices and discourses can provide an individual with insights relevant to 
their review of their current sense of self, possibility for agency and consequent re-
shaping of it. An approach to determining and understanding the interrelations of 
discourses and discursive practices is known as deconstruction.         
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2.9 Deconstruction: A Means of Understanding Discursive Construction and 
Technologies  
Derrida (1980) developed „deconstruction‟ as a process of reading text. Deconstruction 
can be seen as a political strategy, subverting and undermining taken-for-granted realities 
(Seidman, 1994). Not intended to be a method, critique or analysis, deconstruction was 
described by its founder, as an “antistructuralist gesture" because "structures were to be 
undone, decomposed, desedimented” (Derrida, 1980, p. 40).  
 
Deconstruction was adopted for this study to identify the constitutional discourses of 
psychosocial rehabilition and the constitutional elements of the pantomime project (see 
Sections 4.1, 4.2, 4.3). The adoption of deconstruction and other poststucturalist concepts 
in practice is exemplified in the field of narrative therapy (White & Epston, 1990). 
Narrative therapy principles and techniques were drawn on for this study. 
 
2.10 Narrative Therapy: The Adoption of Poststructuralist Concepts  
Narrative therapy constitutes a poststructuralist discursive formation (of therapy) and 
incorporate concepts of de-centred co-research, „unpacking‟ or deconstructing categories 
of discourses and knowledge-power relations that inform our subjectivity, concepts of 
diversity of discourse and of maintaining multiple senses of self (White, 1990). In this 
study, clients were enabled to „re-author‟ or reconstruct their sense of who they are, and 
to invest in discourses and discursive practices that support and strengthen who and how 
they prefer to be and live (White & Epston, 1990).  
 
Deconstruction is used as a research tool in narrative therapy (White & Epston, 1990) in 
which the aim is “to generate knowledge or knowing that did not exist before” (Crocket 
et al., 2004, p. 64) for the client. Narrative therapy draws on Foucault‟s theses of power, 
knowledge and subjectivity. Narrative therapists conceptualise research and therapeutic 
conversations as deconstructive processes for the production of knowledge. Epston 
(2001) brought his anthropological perspective into his practice as a therapist, specifically 
the term co-research into the discursive practice of therapy:  
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I have always thought of myself as doing research, but on problems and the 
relationships that people have with problems, rather than on people themselves. 
The structuring of narrative questions and interview allows me and others to co-
research problems and the alternative knowledges that are developed to address 
them. (p. 178)  
 
As indicated by Epston (2001), narrative therapy works with Foucauldian principles that 
maintain the client‟s agency and knowledge of their life. Narrative therapists 
acknowledge the shared responsibility of the professional and the client: “We 
[researcher/therapist] accord research participants‟ agentive status in the research 
conversation as commentators, or even theorizers, through inviting them to make 
comment on the meanings of the data” (Crocket, Drewery, McKenzie, Smith & 
Winslade, 2004, p. 64).  
 
Narrative styles of writing research provide the context in which the research participants 
are invited to voice their own findings or conclusions (Tootell, 2004). A participant in 
Tootell‟s (2004) research into reflective team processes reported that the research process 
felt therapeutic: “it‟s like an added session, added therapy. When you sent me a transcript 
of what went on and I read it, it clarified things, it refreshed thoughts and ideas…it‟s 
another form of reflection and re-looking” (p. 59). Tootell (2004) noted that he found that 
clients hoped to contribute to the improvement of therapeutic practice. This accorded the 
clients with agentic status of co-researcher of their therapeutic processes, a position from 
which they could take responsibility for how they saw and presented themselves and how 
this inturn shaped their lives. Crocket et al. (2004) make a statement of narrative 
therapy‟s approach to fostering a client‟s potential for agency: “[The] narrative 
perspective has been marked by the effort to establish some fresh articulations of the 
ethics and politics of care that accord client‟s positions of agency on their lives, as well as 
in the therapeutic discourses” (Crocket et al., 2004, p. 63).  
 
In narrative therapy, as in this study, the client has the position of determining what and 
how he or she expresses his or her story. White (1998) states, “We are all active in the 
  
 
22 
interpretation of [and] in giving meaning to our lives” (p. 225). Making meaning of „self‟ 
is understood to stem from intersubjectivity also, as “[p]ersonal stories are not radically 
invented inside our heads. Rather, they are negotiated and distributed within various 
communities of persons and the institutes of our culture” (White, 1998, p. 225).  
 
In addition to the intersubjective perspective, Narrative therapy also holds the premise 
that there are multiple dimensions to our life stories. Working with the poststructuralist 
notion of multiple subject positions, an individual has a range of discourses or ways of 
„seeing‟ him or herself (Peterson, 1994). Narrative therapy entails working with a client 
to evaluate the position he/she holds within the dynamics of his/her story. Through a 
process of establishing alternative stories to the „problem‟ being presented, a client may 
realise that they hold different subject positions in the different stories they tell of 
themselves. Indeed, the potential to see one‟s self differently may be a starting point for 
„re-authoring‟ the problematic story (White, 1995). Davies (1992) comments that such 
„choice points‟ between subject positions presented in discourses and those of the 
individual‟s interest are critical moments in the constitution of an individual‟s 
subjectivity.  
 
White (2002) also referred to „rites of passage‟ that facilitated transitions in life. He 
described them as consisting of three phases: the “separation” phase (from aspects of the 
known and familiar, and from specific statuses in life), the “liminal or betwixt and 
between” phase and the “re-incorporation” phase (White, 2002, pp. 15-16). The narrative 
therapy processes of acknowledging kartharsis and of enabling rites of passage, amongst 
other processes such as externalisation and re-authoring, informed the discursive 
practices of co-research in the conduct of my study.   
 
 
 
 
 
  
 
23 
2.11 Summary  
This chapter has outlined the theoretical underpinnings of the research study: Foucault‟s 
concepts of the knowledge-power relation, discourse, discursive practices, technologies, 
subjectivity, agency and deconstruction. The emergence of intersubjective technologies 
as a concept was also discussed.  
 
Power and knowledge are viewed as interdependently constituted and constitutive 
components of power-knowledge relations. Power-knowledge relations inform an 
individual‟s subject positions that may be reviewed and reconstituted. An individual‟s 
subject positions are sustained within the strategies or practices they employ. Discursive 
practices substantiate discourses and relations of meaning, knowledge, structures and 
practices. The notion of technologies – of production, of sign systems, of power and of 
the self – was adopted to explain constitutional processes. Earlier discourses are 
theoretical or conceptual constructs that formalize technologies – the operation and 
boundaries of power-knowledge relations. Categories of dominant, marginal and 
oppositional discourses differ in their perceived truth status. Marginal discourses offer 
variations of the purported dominant truth, while oppositional discourses challenge them.  
 
A person may understand their subjectivity, make decisions and act on the areas of 
knowledge that are either available or created by them. His or her subjectivity is in 
constant review through technologies or ways of reconstituting the self. Intersubjectivity 
may be seen as a technology of the self that enables understanding of self through 
engaging with others, through modes of articulation such as conversation, artistic, 
musical, dramatic or any creative mode of expression. Agency is the potential capacity of 
a person‟s investment in seeing the potential for change or their resistance to undesired 
change. An approach to understanding the interrelations of discourses and discursive 
practices of individuals, and of institutions, known as deconstruction, informed this 
study.   
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Narrative therapy techniques shaped this study also. Narrative therapists conceptualise 
research and therapeutic conversations as deconstructive processes for the production of 
knowledge. Gaining understanding and evaluating one‟s position and the discourses 
informing one‟s life can present opportunities to re-align one‟s subject positions. An 
individual may choose to invest in and articulate discourses that support a preferred way 
of seeing oneself and one‟s interactions with others. A narrative therapy context positions 
the client‟s and researcher‟s views and contributions as co-research. 
 
In the following chapter I discuss the incumbent arts-based methodology for research 
with people living with psychiatric illness. The discussion aims to illustrate „why‟ and 
„how‟ artistic data is used in research and how a poststructuralist approach to 
constructing research with people enables all involved to review and reconstitute their 
relationship with „life‟ and with those around them. The co-research context of narrative 
therapy is consistent with the collaborative approach of the study.  
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Chapter 3 
Methodological Process 
Chapter three continues the exploration of the discursive construction of the study. 
Building upon the theoretical foundation of poststucturalism discussed in chapter two, the 
methodology drew on the postmodern research processes of reflexive inquiry (Steier, 
1991; Marshall, 2001; De Freitas, 2008; Alvesson & Skoldberg, 2009) and ethnographic 
drama (Ellis & Bochner, 1992; Denzin, 2003; Saldana, 2008), and poetic and lyrical 
presentation of research (Richardson, 1992, 2002; Denborough, 2004; Zwicky, 2003; 
Neilson, 2008). Additionally, the anthropological work of Myerhoff (1982, 1986) and the 
concepts of „katharsis‟ and „rite of passage‟ (White, 2002) informed the study and are 
discussed.  
 
The chapter consists of three sections. In the first section, I present my rationale for using 
poststructuralist theory with an arts-based reflexive approach to practice and research. 
This section is divided into four subsections regarding reflexive inquiry, the therapeutic 
process and poststructuralist theories, constructing research so that it is consistent with 
therapeutic aims and the limitations of extant research methodologies for PDRS services. 
In the second section, I articulate my use of artistically expressive data in analysis, 
discussing the use of the arts, poetry and lyrics, metaphor and drama in research. In the 
third section, I explore the limitations of extant current research designs used for 
evaluation of PDRS programs, arguing the need for compassionate research designs. In 
the fourth section, I discuss arts-based reflexive practice, intersubjectivity, and the 
benefits these strategies offer research. 
 
3.1 The Rationale for Using Poststructuralist Theory 
This section explores how the combination of methodologies matches the theoretical 
perspectives through three subsections: discussing aspects of reflexive inquiry, the 
therapeutic process and poststructural theory and the possibilities for research approaches 
that are consistent with therapeutic aims. According to Finley (2008), researchers should 
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avoid speaking for people who are “capable of making political assertions and social 
observations for themselves” (p. 67). Arts-based research “evokes social transformation” 
(Finley, 2008, p. 67) as artistic expression extends the depth and breadth of potential data. 
When constructed in a performance-based pedagogy such as ethnodrama or ethnotheatre 
it can be used to advance a progressive political agenda that addresses issues of social 
inequity. Performance opens contested spaces and lineal sites for community dialogue. 
Importantly, “performance moves the arts-based researcher “from interpretation and 
emotional evocation to praxis, empowerment and social change (Denzin, 2003, p. 133). 
Finley (2008) emphasised that the performance of the research is necessary to achieve the 
aims of activism; where the researcher and her community “engages in critical reflection, 
resists neoconservativism in preference of social justice and purposefully facilitates 
imaginative thinking about multiple new and diverse ways of understanding and living in 
the world” (p. 80). Arts-based research has the potential to provide data that 
communicate in ways that promote these aims mentioned above. Such work is consistent 
with poststucturalist perspectives of deconstruction, contextual truths and challenging 
discourses. 
 
3.1.1 Reflexive inquiry using the arts  
The term „reflexive‟, as distinct from „reflective‟, is defined by Alvesson and Skoldberg 
(2009) as enquiry that holds specific questions in mind throughout a process of reflection. 
I use this understanding of reflexive to formulate the reflexive inquiry; for example, 
questions exploring one‟s awareness of tacit responses to the group work. As a therapist 
and researcher, my interaction with a client and the group was guided by my reflexive 
process, propelled by a curiosity to know more about the therapeutic relationship and the 
therapeutic process itself. Marshall (2001) writes about being both active and receptive in 
an inquiry process: “As I write, I am partly making choices about when to move from 
action into reflection or vice-versa” (p. 434). As a researcher and therapist involved with 
the group of individuals in this study, my methodology needed to engage their agency.  
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The methodology manifested my intentions of exploring stories together through 
artistic/musical modalities. During these activities my decisions about how and when to 
speak and/or make artistic contributions were considered with respect for a spectrum of 
agencies – of the individuals involved and the shared agency of co-creating the 
pantomime. My research approach needed to facilitate reflexive analysis (Steier, 1991; 
Alvesson & Skoldberg, 2009), to be consistently de-centred (White & Epston) from my 
position as group facilitator and truly co-research with the group. Reflexive analysis was 
necessary to illuminate the data central to, and the foundation for, the explication of the 
therapeutic and research outcomes. Such a de-centred approach that promotes a 
contextual array of data is consistent with poststructural understandings of truth and 
construction of social discourse. 
 
In writing reflexive research, a researcher‟s perceptions and interpretations of the 
research are made explicit. The researcher‟s beliefs, values, hopes, desires and plans 
inform their perceptions, the questions they may prepare and their observations 
throughout the research. As Anderson (2000) states of hermeneutic, intuitive research: 
We cannot honestly escape our attitudes and projections. How would we ever 
identify our success? All we can do as researchers is to bring some measure of 
consciousness to our interpretive stance and rigor to the procedures that minimize 
the chances of circling around our own projections. (p. 34) 
 
As researchers, we can provide background to the perspective from which we articulate 
the study. However while the hermeneutic foundation quoted here differs from the 
poststructuralist approach I used through its use of the researcher‟s interpretation of data, 
the emphasis on bringing consciousness to the reflexive stance is mutual. In 
poststructuralist research, the research process, database and findings are based on 
knowledge that cannot be divorced from the researcher‟s perspective.  
 
A narrative therapist‟s reflexive process, based on principles of poststructuralist theories, 
seeks confirmation from the client or group to know that they are not biased, misguided 
or mistaken by his or her own interpretation of the experience (White & Epston, 1989). 
This practice maintains a de-centred approach to therapy and research, keeping the 
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process transparent to the client at all times. A narrative therapist may also use artistic 
and creative responses in the form of therapeutic documents, writing letters or poetry or 
creating certificates of achievement or declarations (Fox, 2003). On a similar basis, an 
arts-based or creative arts therapist may take artistic forms of „attuning to the client‟ or 
responding with artistic expression (Moon, 2002). The combination of the arts and 
narrative therapy provides both the client and therapist flexibility to explore, view and 
review their expression from various perspectives. The therapeutic process incorporating 
poststructuralist theories and using the arts is explored further in the following section. 
 
3.1.2 The therapeutic process and poststructuralist theories 
Arts-based therapy is as flexible as the therapist and client are willing and open to engage 
in artistic processes. Arts-based therapy may draw on one or more of the arts modalities: 
visual art, including two and three-dimensional use of natural, synthetic or recycled 
materials; music, including singing and writing songs, playing instruments or listening to 
recorded music; drama, exploring role-play, costumes, scripts puppetry, and 
performance; dance or movement involving the physical body with or without music, and 
story-telling or creative writing. Such modalities and more may be used with individuals 
or in-group work situations (Finley, 2008; Dunne 2006; Moon, 2002; McNiff, 1998; 
Landy, 1993). Arts-based therapists often work with theories from disciplines such as 
occupational therapy, physiotherapy, psychotherapy, or those developed within the 
specific modalities of visual art, drama, music, writing or dance therapy.  
 
As the arts are (amongst other functions) vehicles for communication and exploring 
understandings of experience, they find their place in research. The combination of 
narrative with arts-based research provides ways of expressing, deconstructing and 
reconstituting life stories, events, memories and ways of „seeing the world‟. Artwork can 
also provide archival resources for the client and therapist, as they co-research in an arts-
based therapeutic process. Exploring our lives as “multi-storied” (White, 1998, p. 226) as 
in narrative therapy may be enhanced by the variety of creative arts modalities, allowing 
diversity and complexity to exist in the reliving and retelling of the narrative. The artist is 
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viewed through a lens of poststructuralist theory, not as an integrated or cohesive self, but 
as the expresser of the discontinuities they experience and work with in life.  
 
When arts-based therapy and research are conducted simultaneously, the therapeutic 
process can be documented and reviewed by all parties involved, providing opportunities 
to verify understandings and to add more levels of expression to a context being 
explored. Importantly, the artistic processes are central to arts-based therapeutic and 
research processes, from which all references and communication extend. Arts-based and 
narrative approaches to research and practice are viewed as responsive to the individual 
client, enabling them expression through various artistic and written modes. These 
approaches are also responsible to the client through the de-centred principles that respect 
the client‟s position in co-research and collaboration (Finley, 2008; Tootell, 2004). 
Developing research with approaches that are consistent with therapeutic aims is 
discussed in the following section. 
3.1.3 The construction of research consistent with therapeutic aims 
As an existing staff member of the day-program, I believed that it was important that the 
research approach and aims were consistent with therapeutic aims I was striving for. 
Through combining the various methodologies discussed here, therapy foregrounds the 
research imperatives, without compromising either. Ethical considerations ensure the 
participants‟ safety and confidence were thoroughly explored and certified by research 
committees at the RMIT University and the Department of Human Services of Victoria 
(see Appendix A). I wanted to avoid any possible negative impacts for the group 
members, hence the necessity of collaboration for all dimensions of the social 
exploration. In Narrative therapy, the process of „unpacking‟ conversations „containing‟ 
the client‟s beliefs, values, hopes, plans and feelings are termed co-research between the 
client and therapist. Co-research is collaborative and de-centred, acknowledging the 
discursive construction of the client‟s subjectivity. In the process of constructing this 
research, I wanted to maintain a research process that was consistent with the therapeutic 
aims of reconstituting the participating members‟ sense of self in their community.  
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The aims of constructing and carrying out research in ways consistent with the 
therapeutic principles I practised aligns with Anderson (2000), who states: 
 
Compassionate listening [as researchers] invites our research participants to speak 
to us freely and honestly about the depth and value of their experiences. It takes 
skill to analyze data; yet compassion allows us to see the full value of and 
meaningfulness of the data as it (sic) shapes itself before us. Compassionately 
informed research is qualitatively different from emotionally detached research. 
Our values and intentions intimately shape our concepts and analysis daily. (p. 32) 
 
Compassionate inquiry communicates directly and resonantly from the research 
participant‟s life. Communicating results of such research requires researchers to quote, 
often extensively, the actual words of participants to retain and portray the fullness of the 
participants‟ unique stories. Such extensive reporting can produce cumbersome reports, 
which has prompting new developments in the presentation of documents that relay their 
meaning in forms that are more „dynamic‟ than verbatim case studies, forms that can 
express levels of understanding and experiential context. The study aimed at generating 
intersubjective responses from the audience members as they related to the issues being 
presented within the story. It was hoped that eliciting their responses would convey 
compassion, understanding and a sense of belonging between the group members and 
audience members, crucial to both the development of reflexive practice, inquiry and 
therapeutic relations. How the arts provided a forum for intersubjective relations and 
reflexive inquiry is explored in the following section. 
 
3.1.4  Extant research approaches used in PDRS programs  
This section discusses the issues and limitations of quantitative and evidence-based 
research used to evaluate and document PDRS day-programs, with particular concern for 
the quality of programs aimed to provide psychosocial support and „rehabilitation‟. The 
poststructuralist notion of challenging existing discourses underscored this discussion. At 
the time of the study, in 2005, the only data recorded of the day-programs were 
quantitative data, entered through a Quarterly Data Collection with coded identification 
of the service to the Department of Human Services, Victoria (Doutta Galla Community 
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Health Services, 2005). Statistics were collected on the number of clients attending, their 
sex, age, geographic area and type of accommodation, the hours they attend, and whether 
the programs were designed for psychosocial support, recreation or independent living 
(Doutta Galla Community Health Services Policies and Practice, 2005).  
 
Current policies for the mental health sector are outlined in The National Mental Health 
Strategy, 2008. This document recommends that “explicit measures should be developed 
to assess service quality and track progress against desired outcomes” in all mental health 
services and other sectors. The “extent to which quality services are being provided to 
people with mental health problems and mental illness should be examined critically. 
Higher level outcomes should also be assessed, both as they relate to the delivery of high 
quality services” (Commonwealth of Australia, 2009, p. 24). 
 
Prior to, and at the time of the pantomime project in 2005, there was an apparent lack of 
qualitative data to disseminate the outcomes of the programs, report anything at all 
beyond how many people attend throughout a three month period and how long the 
sessions were. It was apparent to me that research and representational data of PDRS 
programs needed to demonstrate what these programs did and what value was found in 
them, not merely how many people attend. There was also a need to relay what clients of 
the programs identified as their aims for being involved and the efforts that were taken to 
meet these aims. As Qureshi (2004) states, “evidence is helpful, but rarely determines 
precisely what should be done to reach goals” (p. 20). Poststructuralist research would 
provide context for program attendees to engage their knowledge in research and 
evaluation of the programs they attended.  
 
Fook (2004) argued that professional accountability that favoured evidence-based 
practice needs to recognize qualitative aspects of knowledge in its quest to validate 
effective methods of evaluation and research. Fook suggested that professionals need to 
understand how they practise in relation to their clients: 
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Professionals need to find ways of researching and understanding their practice 
knowledge in both responsive and responsible ways. This includes the use of 
evidence, but it also includes the imperative to match professional practice and 
knowledge with the situation at hand. This is both a more extensive and a much 
more complex idea than the use of evidence in practice. (p. 34) 
 
To promote understanding of new research and research approaches, qualitative research 
needs to preserve and develop its diversity and richness of representation. Qualitative 
research enables context and meaning to remain intact within its text; “Unlike 
quantitative work which can be interpreted through its tables and summaries, qualitative 
work carries its meaning in its entire text” (Richardson, 2002, p. 924). Presenting context 
enables the interplay of various aspects of a situation to be seen in context. Qureshi 
(2002) states that objective measures may not demonstrate the complexity of issues 
through its choices of testable criteria:  
It is established in carer literature that the relationship between objective 
measures, such as the level of impairment of the cared-for person, or the kind of 
frequency of tasks performed, is less closely related to carers‟ perceptions of their 
own stress or strain than might have been supposed. (p. 14)  
 
In this case the choices of measuring levels of impairment and frequencies of tasks did 
not address the carer‟s perceptions of how their stress might affect their actions as carers 
or the knowledges which underpin their actions. These understandings may have been 
found by asking the carers themselves. 
 
Fook states that there is a vast amount of knowledge „going unnoticed‟ in the field of 
social work. She speaks of theory and knowledge that is implicit in action, informing and 
influencing practice. Lincoln and Guba (1985, pp. 195-198) refer to this as „tacit‟ 
knowledge: knowledge that may not always be expressed verbally, and “is built up in 
their (the professional‟s) own private store, devised, developed and adapted from a 
variety of sources, most implicit” (Fook, Ryan & Hawkins, 2000, p. 93). Research 
suggests that tacit knowledge forms a large component of the type of theory practitioners 
use (Fook et al., 2000).  
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Qualitative research that elucidates theory from „real‟ situations relays this knowledge 
while appreciating the context of a given community and its individuals. This was an 
underlying principle of the pantomime study, that the social issues explored are those 
identified by the group members, and the „solutions‟ for addressing these issues are those 
found for and by the group members. The context is specific, as are the „solutions‟ for 
this group of PDRS day-program attendees. 
 
Roper (2005) discusses the issues of mismatching language, theory and „evidence-base‟ 
outcomes with mental health and how this mismatch has contributed to 
misunderstandings of psychiatric conditions. She states “madness has become 
medicalized when it is profoundly a social and cultural issue. Even the term „psychiatric 
diagnosis‟ bespeaks the traditions of medicine, pathology and everything else this 
paradigm attaches itself to” (p. 21). She also maintains that evidence-based research 
cannot accurately account for psychosocial interventions; what works for one person may 
not work for another as psychiatric diagnosis is different for every person: “How would 
we know which outcomes any specific program is responsible for, or if an „outcome‟ was 
due to a particular member of staff, or due to the ethos of a service? How would we 
factor in the benefits that may arise from consumers being in the presence of one 
another?” (Roper, 2005, p. 20). Hence there is a need to look at the discursive 
construction of the individual and that of the context in which they are located. 
 
The findings of Iyer, Rothman, Vogler and Spaulding (2000) support Roper‟s notion that 
there are issues with quantified measurements of outcomes and finding suitable research 
designs for the psychosocial sector, due to the differences between individual cases and 
that interventions and environments of programs differ. Roper proposes that psychiatric 
diagnosis affects an individual in many ways and different people have different 
symptoms, abilities and disabilities. Individuals have different responses to interventions 
and are given varying interventions and the environment within which PDRS programs 
are set are complex. Thus, a predetermined base of evidence may be inconsequential if it 
does not represent the group or client the research is about.   
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There is a risk, according to Roper (2005) of missing valuable insight when PDRS 
service clients are not involved in the decisions of research when studies are of them 
instead of being constructed with them. She states there are dangers in relying too much 
on quantitative evidence that does not consult the people concerned to find the answers. 
Client perspective is essential to the significance of the research. The further away from 
the „reality‟ of the client the research is, the less useful it is. To remedy this situation, 
Roper suggests situating the client as a provider of „expertise‟.  
 
Clients and therapists are the very people with the first-hand knowledge of their issues 
being researched. White (1995) emphasises the important position researching therapists 
and their clients hold in the scheme of research. He states, “those people who are 
practising therapy, along with persons who seek therapy, are the primary or basic 
researchers” (p. 7), and it is with these people that effective ways of recovering and 
communicating these bodies of knowledge need to be forged. Expertise and truth of a 
situation are contentious issues in poststructuralist research, indeed, the discourses that 
propel them and influence clients and therapists. A discussion of these issues will be 
included in the following section. 
 
These above arguments of Roper and White influenced the construction of this study in 
relation to incorporate reflexive components of the participating group and audience 
members and the researcher into the analysis. The group and audience members‟ notions 
of „truth‟ and „reality‟ informed the construction of the analysis. Everyone who took part 
and commented made analyses, my word as the researcher is in summation of, not 
instead of theirs. The aim of this approach was to remain consistent with a de-centred 
practice and poststructuralist construction of the study, which was enabled by the use of 
many artistic modalities for the exploration and expression of what emerged through the 
inquiry. 
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3.2 The Use of the Arts in Research  
Complexities and context of data can be maintained by casting research into artistic 
forms that engage the human capacities of intellectual and compassionate 
comprehension. The theoretical stance of such an approach is discussed in this section. 
Subsections explore the use of metaphor, poetry, the arts and narrative in research.  
 
Knowledge is seen to become available and expressible through evocative, artistic forms 
within the postmodernist context of research, which includes poststructuralist 
perspectives. Richardson (1992) states that postmodern research methodologies “allow[s] 
us to know „something‟ without [us] needing [to claim to know] everything… In 
recognizing the situational limits of the knower, this „knowing‟ is perhaps more 
accessible to a researcher” (p. 928). The researcher‟s and research participants‟ 
discourses construct the parameters of the research and, hence, to an extent, what is 
knowable. Using art forms brings discourses of exploration and expression to research 
that, in turn, broaden the range of available data. This data expresses the client‟s 
subjective understandings of mental illness and provides accessible formats for viewing, 
reviewing, analyzing and responding to the data. Approaching inquiry in this way is 
informed by the discourse of communicating with art. Also, in the process of making the 
art for communication, the discourse of collaboration is incorporated. 
 
3.2.1  Collaboration and communication with art     
The methodology of this study drew on the discourses of „collaboration‟ and 
„communicating with art‟. These discourses were employed to co-write and communicate 
the group members‟ stories and experiences of mental health directly, poetically, 
imaginatively and compassionately. Collaboration is understood to be the product more 
than one person‟s contributions. A collaborative process may involve contributors of 
diverse disciplines or artistic modalities. Communicating with art is the act of using art to 
express emotions, understandings and/or positions of understanding of any topic. 
Incorporating these discourses provided the potential for flexible, inclusive and 
responsive co-research. 
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In this arts-based research, the group members, audience members and I explored our 
subjectivity through multiple perceptions: intellectual, visual, auditory, physical or 
kinaesthetic, sometimes combining or layering these expressions. As researcher, I 
adopted a „decentred‟ (Tootel, 2004) approach to the construction and analysis of the 
research, referring to the artist‟s perceptual insight or response in review of the work. 
Any external or preconceived interpretations to the artistic expressions were avoided.  
 
Through inviting a research participant to explore their subjective relationships, there is 
the potential to „restore‟ their sense of agency or ability to act. Such agency may have 
been suspended during hospitalisation, where diagnosis and pathological language 
formed the dominant discourses of medical and associated caring professionals, hence a 
restoration of ability. A person living with a named „psychiatric condition‟ may have a 
sense of relating to the illness or disability through technologies of the self. My analysis 
of the pantomime project would aim to recognize contributions of individuals consistent 
with their investment in discourses of collaboration and artistic expression consistent 
with perceived potential and hopes for change. 
 
It was also hoped that the inclusion of the discourses of collaboration and communicating 
with art would enhance the audience‟s capacity to empathise and respond to the 
pantomime story. Theatre being the artistic mode of communication necessitates there 
being an audience for the performance. A theatrical presentation of the story about living 
with psychiatric illness would provide opportunity for hearing more individuals‟ 
perspectives; thus contribute to a broader foundation of knowledge.  
 
3.2.2 Ethnographic drama 
Richardson (2002) commented that drama is more likely to recapture the „experience‟ of 
a story than is „standard‟ writing. In the study, creating a drama with clients provided a 
scaffold for the risk-taking process of telling personal accounts. The arts-based approach 
also offered them ways to express themselves while maintaining a sense of safety through 
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the use of drama and music therapy techniques. Richardson (2002) stated that 
ethnographic drama “can blend realist, fictional, and poetic techniques; it can reconstruct 
the „sense of an event from multiple „as-lived‟ perspectives” (p. 934). Theatre is a place 
where one may be asked to suspend pre-existing beliefs and definitions. Throughout 
history, dramatic construction of story, myth-making and cultural retelling has existed 
within even the most empirically minded societies (Campbell, 1993). Richardson‟s 
comment also speaks to the potential for the arts to be used to explore and relay non-
verbal concepts in ways that allow others to appreciate, and respond to.  
 
Ethnographic drama, discussed in the following subsection, “can allow all the conflicting 
„voices‟ to be heard” (Richardson, 2002, p. 934), which is consistent with the 
poststructuralist perspective that subject positions and discourses may be discontinuous 
and contradictory (Foucault, 1981). Using ethnographic drama for this study held 
potential to encompass all of the group members‟ perspectives and creative 
developments.  
  
As a methodology, ethnographic drama allows for complexity in the artistic development 
and performances of a story. As Saldana (2008) explained: “[t]he goal [of ethnographic 
drama or theatre] is to investigate a particular facet of the human condition for purposes 
of adapting those observations and insights into a performance medium” (p. 195). Ellis 
and Bochner (1992) created an ethnographic drama from their experiences of making a 
shared life decision. These researchers‟ separate accounts of their shared experience were 
transformed into dialogic mode and included other people‟s accounts, thus providing a 
forum in which multiple voices told the story. The effect of introducing other voices 
enhanced its public dimension, inviting others to think about the story as possibly being 
relevant to people other than the two original story-tellers. The accessibility of the story 
was also broadened through the performance process. Ellis and Bochner (1992) described 
the subjective experience of their audience as being more complex than reading 
information on a given topic: 
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An audience that witnesses a performance of this text is subjected to much more 
than words: they see facial expressions, movements, and gestures; they hear the 
tones, intonations and inflections of the actors‟ voices and they can feel the 
passion of the performers. The audience is moved away from the universal and 
are forced to deal with the concrete – particular people in particular places in face-
to-face encounters. (p. 80)  
 
In addition to being able to relate immediately to the performance through the array of 
dramatic expressions, the audience can appreciate the context of the story through the 
particular details of presentation. Ellis and Bochner (1992) state that performing 
narratives and ethnographies is a mode of inquiry that operates reflexively to reveal 
ourselves to others and ourselves in two ways:  
The actor may come to know himself better through enactment; or one set of 
human beings may come to know themselves better through observing and/or 
participating in performances generated and presented by another human being. 
As narrators and performers of this story, we gained perspective on our 
experience and a sense of what it meant that we did not have before. The 
responses of others to our performance strongly suggest that they have been 
moved to feel and think about themselves and others in new and important ways. 
(pp. 98-99)  
 
It was, therefore, anticipated that performers and audience members of the pantomime 
would become aware of emotions and connections to memories or thoughts of others 
within the moment of the performance event. This expanding web of connections 
contributes to an ever-developing appreciation and exploration of material and research 
data, favoured in poststructural theory (Foucault, Kritzman & Sheridan, 1988). Data of 
participants‟ insights of living with psychiatric illness were expressed in musical, lyrical 
and theatrical ways in this study. Theoretical underpinnings of poetic or lyrical 
generation and analysis of data are discussed in the following subsection. 
 
3.2.3 The use of poetry and lyric in research 
Lyric forms of data generation in research enable access to another person‟s 
experience with directness and immediacy (Richardson, 1992; Zwicky, 2003; 
Neilson, 2008). As Neilson (2008) puts it: 
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Lyric enquiry recognizes that the linguistic tool we have, human language, is 
more than a blunt instrument with which we gather or claim control knowledge; it 
is a powerful mix of art and the phenomenonological, honouring not only the 
phenomenonological knowledge but the epistemic possibilities of writing in a new 
key. (p. 101) 
 
In an early study, Richardson (1992) presented sociological research in poetic form: 
“[w]riting poetry is emotionally preoccupying… it proffer[s] sociological writing that [is] 
endearing, enduring, and endurable – bound and unbounded, closed and open – 
sociological writing that I would want to read and write” (pp. 131-132). As a researcher, 
Richardson participated intellectually, emotionally and imaginatively through writing 
poetic sociological research. The poetry transcends boundaries of intellectual and 
emotional understandings and appreciation of the work while the poem itself provides a 
platform for re-experiencing the research. Richardson (2002) states that casting social 
sciences into evocative forms such as poetry: 
 
reveals the rhetoric and the underlying labour of the production, as evocative 
writing touches us where we live, in our bodies. Through it we can experience the 
self-reflexive, and transformational process of self-creation. We relate differently 
to our material, attending to feelings, ambiguities, temporal sequences, blurred 
experiences and so on. (p. 931)  
 
Oral historians have remarked that the poetic form Richardson used to present a case 
study of a woman called Louisa May “touched an emotional centre in the listener” 
(Richardson, 1992, p. 133). These comments refer to the transcendent qualities the poem 
offered that ordinary prose might not. Denborough (2004), a narrative therapist, described 
his process of creating lyrics with particular emphasis on including words used by clients, 
valued what had shaped their responses and histories. “When the poetic and evocative 
phrases that people use to tell stories of their lives are placed into melodies, they become 
in some way more memorable, more significant, embodied in a different way” 
(Denborough, 2004, p. 23).  
 
  
 
40 
Neilson (2008) stated that lyric enquiry accesses liminality and researchers‟ imaginative 
and intuitive states within their researching process.  She argued that lyric inquiry results 
in at least three benefits, “firstly this entry into research has the capacity to develop voice 
and agency for both researcher and participants, and reunites us with the vivifying effects 
of imagination and beauty which add grace and wisdom to public discourse” (p. 101). 
Richardson argued that representing research as poetry would provide a more direct 
understanding; “[p]oetry is a concentration of the power of language, which is the power 
of our ultimate relationship to everything in the universe” (Richardson, 2002, p. 933). 
Choosing poetic expression creates a transcendental connection for the writer, making the 
same connection potentially available to the reader or listener.  
 
The experience of hearing the subjective understanding of a researcher engages a reader 
in an intersubjective experience. Within this experience, the tacit understandings of the 
research can be drawn on to promote new understandings through levels of sensitivity 
and directness that may have been missed using traditional ethnographic designs. Literary 
devise such as metaphor, discussed in the following subsection, may be employed to link 
tacit understandings with evidence-based findings. 
 
3.2.4 The use of metaphor in research 
In constructing research, a researcher recreates and actively writes a story of the research 
journey. Metaphors and images that are formed in the creative process can relay the 
context of the researcher‟s awareness and knowledge and provide a vehicle for the 
reader‟s intellectual and compassionate understanding. Richardson (2002) describes how 
metaphor is used in research: 
As a literary device, metaphor is the backbone of social science writing. Like the 
spine, it bears weight, permits movement, is buried beneath the surface, and links 
parts together into a functional, coherent whole. The essence of metaphor is 
experiencing; understanding one thing in terms of another. (p. 926) 
 
It is a metaphor‟s transcendental function that is intrinsic to the communication and 
perception of more than one perspective simultaneously. As discussed in the previous 
chapter, poststructuralist theorists do not postulate the idea of a coherent whole, instead 
  
 
41 
preferring a capacity for oppositions, for example, a person with a psychiatric diagnosis 
and a well developed sense of who they are. Similarly, a piece of poststructural research 
will never be whole in the sense of complete, but will continue to change and develop 
with subsequent reviews.  
 
Metaphor is both a vehicle and communicator between different artistic creations, 
modalities used and group members of the study. Metaphor was central to the telling of 
the pantomime story and the retelling of it through the community dialogue that ensued. 
The metaphors created in the pantomime contained and transported the group members‟ 
awareness and their beliefs, perceptions and desires through the creative, performance 
and reflective stages of the study, continuing to function through many more cycles of 
reflexivity and review. Discussion of some issues within the research approaches of 
PDRS programs follows. 
 
3.3    Developing Practice-based Research: The Emergent Reflexive, Intersubjective 
Inquiry 
I use the position of reflexivity, with the group and community members within the 
study, in a way consistent with the argument of De Freitis (2008) – that reflexivity in 
research is positioned to trace the presence of the researcher on to the research context. 
This stance disputes claims that an objective distance is possible in social research and 
aligns with poststructural theory regarding the construction of discourse discussed in 
Section 2.1. As well as tracing my own influences on the study, I asked the participants to 
be aware of what influenced their comments from within their lives. Specific questions 
were prepared to trace the intersubjective developments within the data of the study (see 
Section 6.7).  
 
3.3.1 Developing reflexive practice from reflexive inquiry 
De Freitis (2008) states that a reflexive position facilitates “the erasure of any distance 
between self and other, by giving voice to the researcher‟s awareness of being present 
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within the social context being researched” (p. 472). Minimizing distance between the 
performers and audience for reflexive inquiry would potentially promote empathy and 
communication for the day-program members, as their awareness of intersubjectivity 
develops. Increased capacity for intersubjective nuance would in turn promote subjective 
understandings for individuals. A discussion of practices and processes that have capacity 
for intersubjectivity as a category of discursive practice of therapeutic discourse follows. 
 
3.3.2 Intersubjective technology: a new category of discursive practice 
As a category of discursive practice, conversational dialogue, indeed artistic dialogue and 
various exhibition or performance forums may be understood as intersubjective 
technologies that promote discourses of psychosocial well-being (Section 4.1.1) and 
developing a sense of social and self-worth (Section 5.3). As previously stated (Section 
2.6), there is an understanding that empathy is developed before a sense of self emerges 
for humans. Stolorow and Atwood (1996) wrote, “[o]ur intersubjective perspective is the 
larger relational system or field in which psychological phenomena crystallize and in 
which experience is continually and mutually shaped” (p. 181). It is within the 
intersubjective perspective that subjective reconstruction can take place. Sarup‟s (1988) 
statement, “[h]ow we know ourselves is through the intersubjective relationships we 
share with others” (p. 16) supports this notion also. Exploring social issues through the 
arts within a group allows many opportunities for the group members to explore their 
subjectivities and become aware of those of their fellow group members. Sharing the 
artworks with members of the broader community expands on this exploration and 
awareness of subjectivities, within which an individual may locate their self and 
appreciate their connectedness to others. 
 
As our language is viewed as socially constructed, so too is our subjectivity, through a 
process of inter-relationship with others. Sarup (1988) argues that any person‟s 
subjectivity in research is inextricably associated with other‟s subjectivity, either present 
or in mind. An individual needs others to attain a sense of „wholeness‟; as juxtaposed to 
an „inherent‟ wholeness of self. Within an artistic exploration, the need to maintain an „I 
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the subject‟ position may be suspended temporarily, as „I in relation to others‟ become 
the focus. Individuals are able to witness others expressing themselves and be aware of 
personal responses to others‟ artistic expression, express and evaluate their awareness 
with this, evaluate their responses to others‟ comments. Hence the reflexive cycles 
develop. It is within such intersubjective interfaces that one gains a sense of the values, 
desires, dislikes, hopes, beliefs and intentions one holds, or develops; importantly, this is 
experienced and developed in a social context, where the process unfolds in many 
directions, on many levels, with consistencies and inconsistencies, sometimes smoothly, 
sometimes in fragments of creativity for the group members. Intersubjective technologies 
used in narrative therapy, however not identified as yet, are discussed in the following 
sub-sections. 
 
3.3.3 Katharsis as an intersubjective mode of relating to other 
A performer/audience dynamic of katharsis (White, 2002) was incorporated into the 
Definitional Ceremony which took place immediately after the performances. Katharsis 
is the audience members‟ experience of being moved, not merely emotionally, but also in 
terms of being transported to another place within one‟s imagination, sensory perception 
or memory. White (2002) proposed that katharsis has the potential to generate: 
a) a new perspective on one‟s life, history and identity 
b) re-engage [oneself] with neglected aspects of one‟s own history  
c) make new meanings of experiences not previously understood 
d) initiate steps in one‟s life otherwise never considered 
e) think beyond what one routinely thinks, and so on. 
 
White (2002) acknowledged the affects that co-researching had on him and how it 
contributed to his understandings of his own life. Co-research could hence be considered 
as an intersubjective technology, as it demonstrates the ability to review one‟s own 
subjectivity. Definitional Ceremony (White, 1997) is a formalized process of utilizing 
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dialogue to facilitate changes in subjectivity, discussed further in the following sub-
section. 
 
3.3.4 Definitional Ceremony 
The inspiration of the Definitional Ceremony of White (1997), outlined in detail in 
Section 6.8, was Myerhoff‟s anthropological work in California, USA (1982). Myerhoff 
presented oppositional discourses of „agency‟ and „actively making change‟ for the 
dominant discourses of migrant socialisation in the research field of anthropology of that 
time. Myerhoff highlighted the concept that people relate and feel a sense of belonging 
within their own generation. She suggested that this belonging occurs unselfconsciously, 
but social conditions sometimes conspire to make a generational group very active in 
their own history and sense of belonging. “People “make” themselves…they assume 
responsibility for inventing themselves and yet maintain their sense of authenticity and 
integrity” (Myerhoff, 1982, p. 100).  
 
In Myerhoff‟s study, „self-presentation‟ and performance facilitated members becoming 
visible to the community. “Cultural performances are reflective in the sense of showing 
ourselves to ourselves. They are also capable of being reflexive, arousing consciousness 
of ourselves as we see ourselves. As heroes in our own dramas, we are made self aware, 
conscious of our consciousness” (Myerhoff, 1982, p. 105). In response to „not being 
seen‟, the group of elderly immigrants prepared and performed a theatrical parade leading 
to a meeting place to publicly discuss the emergent issues that were highlighted to the 
gathering through the symbols presented by use of costumes and placards. After the 
public discussion that included various other members of the broader community, the 
group created a mural of their migration story to document their story in images 
(Myerhoff, 1986). Myerhoff argued that by publicly declaring one‟s intention, one may 
impact existence; “By enacting their dreams publicly, they had altered the world they 
lived in.” The parade and mural were active and powerful means of the elderly members 
of this community to be „taken in‟ and have their presence felt, a process for their self-
fulfilling prophesy of survival (Myerhoff, 1986, p. 284).  
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The development of the project for my study was inspired by the works of Myerhoff and 
White, and aimed to enable material and data, in the form of art, scripts, songs and 
performance to be collaboratively co-constructed, co-written and co-analyzed. Data was 
recorded from the group members comments made during and in reflection of sessions 
throughout the creative process. They were also gathered from the performers, audience 
members, outsider witnesses and me. More detail of the processes and questions used are 
presented in chapter 5. 
 
3.4 Summary  
To summarise, the postmodern research processes of reflexive inquiry, ethnographic 
drama and poetic and lyrical presentation of research were applied in this study. Narrative 
therapy and arts-based approaches and techniques enabled the study to be collaboratively 
created with the clients of the PDRS program and modes of communication for the co-
researchers‟. 
 
In the first section of this chapter, I presented my rationale for using poststructuralist 
theory with an arts-based reflexive approach to practice and research. I argued that arts-
based research involves the human capacities of expressing and understanding data on 
multiple levels – through perception, intelligence, emotion and compassion. I explored 
the limitations of extant current research designs used for evaluation of PDRS programs, 
arguing the need for compassionate research designs. I proposed my use of artistically 
expressive data in analysis and discussed the notion of casting research into „evocative‟ 
forms and discussed the possibility of creating a research strategy that complements the 
therapeutic aims of rehabilitation. I discussed the potential in arts-based reflexive practice 
and intersubjective technologies and the strategies they offer research. The following 
chapter presents the discursive construction of psychosocial rehabilitation. 
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Chapter 4 
 
The Discursive Construction of Psychosocial Rehabilitation 
 
This chapter comprises a deconstruction of Psychological Rehabilitation, the predominant 
category which underpins PDRS services in Victoria, Australia. This work, further 
explores the discursive construction of the study. The discussion presented here provides 
an insight into the discursive context in which the study participants were located prior to 
their engagement in the pantomime project, as „participants‟ of a PDRS day-program. 
These discourses are in turn implicated in the construction of their subjectivity and in 
their efforts to work together to create the pantomime. An understanding of these 
constitutive forces provides a „backdrop‟ against which the pantomime can be viewed 
and the group members‟ post-project understandings of their identity explored.  
 
The chapter begins by locating the national position of psychosocial rehabilitation within 
a global setting and an exploration of the contemporary understandings of psychosocial 
rehabilitation, unpacking the dominant discourses that contribute to the formation of this 
category. Academic literature and policy documents relevant to the development and 
conduct of community health services that work with the notion of „psychosocial 
recovery‟ are presented. The documents were created by government and local services, 
organisations and peak bodies for mental health and community services, universities, 
hospitals and therapeutic centres. In some cases, these were created in consultation with 
the people who were, at that time, attending the services. The consultations shaped the 
service providers‟ understandings of modes of service delivery and their engagement in 
advocacy for people identified as having „mental health issues‟. The second section of the 
chapter identifies marginal discourses of psychosocial rehabilitation which inform 
community health projects.  
 
4.1 An International Perspective of Predominant Discourses 
Slade, 
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Leamy, Bacon, Janosik, Le Boutillier, Williams, & Bird, 2012
(Weick, Rapp, Sullivan, & Kisthardt, 1989)
 
Recovery is a dominant discourse of mental health throughout English speaking countries 
such as Australia, New Zealand, the United Kingdom the United States and Canada, as 
well as the Netherlands, Italy and France Slade, Leamy, Bacon, Janosik, Le Boutillier, 
Williams, & Bird, 2012 . While different meanings of „recovery‟ exist internationally, the 
application of recovery values, along side traditional treatment, implicates the importance 
of self-management, self-directed care, the significance of narrative perspectives and 
consumer based service evaluation to optimize recovery possibilities Slade, Leamy, 
Bacon, Janosik, Le Boutillier, Williams, & Bird, 2012 .
[a] personal process of changing one‟s attitudes, values, feelings, goals, 
skills and /or roles. It involves the development of new meaning and 
purpose and a satisfying, hopeful and contributing life as the person grows 
beyond the effects of psychiatric disability. The process of recovery must be 
supported by individually identified essential services and resources. 
(Commonwealth of Australia, 2009) 
 
The client‟s agency is respected throughout the creation and implementation of service 
plans. The service plans used by PDRS services will often adopt a strength-based model, 
which has been developed into practice innovations by McCashen (2005) in Bendigo 
Australia, amongst others. A strength-based approach works with what a client may be 
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confident with in their life or existing positive outlooks they may hold, to gradually build 
additional strategies and networks for increased psychosocial support. A PDRS support 
worker may also use a solution-focused approach, to collaboratively identify and put into 
practice strategies that will enable successful achievements of recovery goals. 
 
Consistent with progressive constructs of disability discourse, New Zealand‟s Ministry of 
Health articulation of the social model of disability positions society‟s barriers as the 
problem, rather than a person‟s disability or illness. “Disability is the process which 
happens when one group of people create barriers by designing a world only for their 
way of living, taking no account of the impairments other people have” (New Zealand 
Ministry for Health, 2001, p.7). The Poststructuralist construct of oppositional discourse 
underpins this view of disability, the repositioning of the individual challenging 
previously dominant discourse of marginalising people with disabilities. The Australian 
National Health Strategy also privileges conscientiously reviewed discourses, including 
its definition of well-being based on Indigenous Australian cultural understandings 
(Commonwealth of Australia, 2009).  
4.2 Dominant Discourses: ‘Psychosocial Well-being’, ‘Psychiatric Disability’ and 
Psychosocial Support’ 
This section presents the dominant discourses of „psychosocial well-being‟, „psychiatric 
disability‟ and „psychosocial support‟ which create the category „psychosocial 
rehabilitation‟. These inform and sustain each other. They shape community service 
policies and generate specific discursive practices or activities. Psychosocial 
rehabilitation is predominantly understood in policy to encompass the recovery period 
after an initial medical treatment for psychiatric illness (Vicserv, 2002). It entails 
facilitating an individual‟s restoration to an optimal level of independent functioning in 
the community. Notions of psychosocial well-being, psychiatric disability and supported 
recovery are central. In Victoria‟s community-based psychosocial support policy, 
rehabilitation is understood to encompass:  
The provision of on-going support that assists the person with psychiatric 
disabilities to experience an improved quality of life, learn or relearn the 
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skills of daily living, participate to their maximum extent in social, 
recreational, educational and vocational activities and live successfully at 
an optimal level of independent functioning in the community. (Pepper, 
2005, p. 5)  
 
4.1.1 Psychosocial well-being: ‘mental and social wellness’ 
Psychosocial well-being denotes a state of health in which a person‟s mental and social 
dimensions are integrated. The need for the person to be located in, or create, a social 
network is viewed as essential. The impetus for this need is implicated in a discourse, or 
understanding, of the origin of wellness: “Well-being comes from being connected and 
engaged, from being suspended in a web of relationships, and interests which give 
meaning to our lives” (Eckersley, 2005, p. 10). Research findings are cited as validation, 
the „truth status‟, of this stance. An individual‟s „mental‟ or „personal‟ dimensions, house 
subjectivity, sense of self, thoughts, beliefs, hopes, values, desires, plans, intentions and 
awareness of perceptions, moods and memories (White & Epston, 1990). Their „social‟ 
dimension is the environment within which s/he engages with other people, animals, 
plants, materials and objects to sustain „well-being‟, interacting socially, moving amidst 
landscapes and spaces, creating, imparting and absorbing stories, art, music and 
communication with others (Pepper, 2005).  
 
4.2.2  Psychiatric disability: ‘mental illness’  
Psychiatric disability is viewed by the Department of Health and Aging as “The effects of 
mental illness which severely impair functioning in different aspects of a person's life 
such as the ability to live independently, maintain friendships, maintain employment and 
to participate meaningfully in the community” (Commonwealth of Australia, 2009, 
Glossary). The Victorian Mental Health (Amendment) Act 1986 states that “a person is 
mentally ill if s/he has a mental illness, being a medical condition that is characterized by 
a significant disturbance of thought, mood, perception or memory” (Section 8.1A, p. 23). 
Since mental illness is seen as a medical illness, medical diagnosis and treatment are 
provided by psychiatrists.   
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The dominant discursive practice of psychiatry and medicine is pathology based: an 
individual with mental illness is the „patient‟ seeking the doctor‟s treatment (Roper, 
2005). Medical treatment of mental illness with pharmaceutical medication requires trial 
and error and much observation by both the patient and the doctor in order to find 
appropriate levels of appropriate pharmaceutical products (Hickie, Davenport, Naismith 
& Scott, 2001). Postmodern theorists of community work draw attention to the negative 
impacts of pathologizing language (Law & Madigan, 1992; Rojas, Montgomery & Tovar, 
1999). Psychiatric diagnoses present such a pathologizing affect on an individual‟s 
subjectivity, particularly in situations where the category of their psychiatric pathology is 
the identifiable „feature‟ of which they are being referred to other professionals and 
services. Such other services may be community support services, such as the PDRS 
services in Victoria.   
 
4.2.3 Psychosocial support: ‘helping to facilitate social and mental health changes’ 
While treatment for a mental illness requires the prescription of medications it can also 
involve the provision of psychosocial support to a person identified as having such an 
illness. These ways of understanding, and treating, people are complementary; they 
constitute an holistic approach to service provision (Cnaan, Blankertz, Messinger & 
Gardner, 1998). The PDRS sector in Victoria in 2005, at the time of the project, proposed 
that social interventions as well as optimal medication treatment are required for 
individuals to live successfully in the community. Pepper (2005) highlights the need for 
PDRS services: “Medications do not and cannot address the social disability and skills 
deficit that many people with schizophrenia have, due to the social and cognitive 
consequences of having a psychotic disorder” (pp. 15-16). Specifically, it is proposed that 
approaches to facilitate social and mental health changes need to address social and 
cognitive issues of mental illness.  
 
The imperative of psychosocial support is captured in the notion of „supported recovery‟, 
that is, the achievement of positive change in mental and social health status within a 
specific environment. Such change is understood as the product of a person‟s engagement 
in specific activities or practices, such as developing and working through an „individual 
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service plan‟ with a support worker. Such discursive practices encourage people to 
participate actively with others in the attainment of mental health and social competence 
goals. In Victoria, PDRS programs that offer psychosocial support deal with day-to-day 
living activities, accessing social security payments and engaging with medical and 
community support networks. Usually, sessions are provided at the location of the 
specific program or at community-based facilities.  
 
4.3 Marginal Discourses: ‘Engagement’, ‘Self-generated Change’ and ‘Preventing 
Relapse’ 
Several marginal discourses are implicated in shaping and sustaining the category 
„Psychosocial Rehabilitation‟: „engagement‟ as a „consumer‟ of the PDRS services. It is 
important to acknowledge that while the individual is offered opportunities to attend 
psychosocial systems, s/he is positioned as being ultimately responsible for engaging as a 
means of attaining and sustaining mental health. It is also important that consumers are 
given opportunities to engage in activities that allow them to exercise choices and so be 
positioned as agents of self-generated change.  
 
4.3.1 Engagement 
The person who attends a rehabilitation program is positioned as a consumer by the 
service that offers them the program. As a „consumer‟, s/he engages in the programs or 
activities devised by the service providers (Vicserv, 2002). A provider/consumer 
dichotomy exists, effectively creating and perpetuating a power relation: the provider, 
often positioned as a health or welfare „professional‟, has proprietorship of the services 
and activities which the consumer uses. There has, however been some movement 
towards including the „voice‟ of the service consumers‟ in articulating definitions of 
recovery (Dun & Fossey, 2002), for example, a description of recovery: “a deeply 
personal process of adapting and overcoming the challenge of psychiatric disability to 
live a satisfying, and hopeful life” (Dun & Fossey, 2002, p. 45).  
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The policies for mental health for „consumers‟ outline the provision and evaluation of 
PDRS services (Department of Health and Ageing, 2009). In the following section I 
discuss the discourses and discursive practices of programs that are mutually supportive 
in striving to attain and maintain mental health, in particular, creating a space for the 
client to become „an agent of self-generated change‟. Being a „consumer‟ of 
contemporary community PDRS programs involves other positional discourses, such as 
„being a collaborator and/or member‟ and „developing a social network‟.  
 
4.3.2 Being an agent of self-generating change 
The impetus for recovery is located with the individual, within the want to change. A 
desire to change becomes evident in their engagement in activities, or discursive 
practices. These practices may, in turn, initiate and sustain change in their health status as 
they adopt discursive activities of mental health, such as „relapse prevention‟ strategies 
and „developing a social network‟. The „Clubhouse Model‟ is an extant example of 
engendering the service consumers‟ agency (Vicserv, 2002, p. 65). „Members‟ participate 
in the planning and decision-making processes regarding their development and conduct. 
In doing so they draw on notions of self-help and responsibility which constitute the 
discourse of „being an agent of self-generating change‟. Engendering service consumers‟ 
agency can also involve enabling them to take positions of membership or collaborators 
of a work of art. 
 
4.3.3 Being a member or a collaborator  
The subject positions of member and collaborator contest the professional/consumer or 
client relation. To become a „member‟ is to become active in the process of perpetuating 
social engagement, as in the Clubhouse Model. Being a „collaborator‟ is a similar subject 
position as participation directly influences the outcomes of the activity or plan. While 
being a member acknowledges an individual‟s presence in a group, being a collaborator 
usually refers to engagement in creative activities or projects that produce a material 
item, such as artwork, a piece of music, writing or research. However, both subject 
positions entail „being an agent of self-generating change‟ as s/he makes decisions 
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regarding their involvement and contribution to the group and/or the product. There is 
also potential for „ownership‟ to be negotiated amongst the members of a club; similarly, 
collaborators are acknowledged with corresponding ownership, often specific to their 
contribution. Being a member of a club necessitates engaging with others which fosters 
possibilities for developing social relationships or a social network. 
 
4.3.4 Developing a social network  
Being a member of a group provides the environment for engaging in discursive practices 
of well-being, discussed earlier. A low level of interaction with others is noted in 
common for people affected by mental illness. SANE Australia, a national charity 
working for a better life for people affected by mental illness through campaigning, 
education and research, reported that “People overwhelmingly found it more difficult to 
maintain close relationships after being affected by mental illness” (SANE Australia, 
2009, p. 1). „Feeling isolated‟, „experiencing stigma‟ and „restricted income‟ are 
invariably both symptoms and contributors to the social issues of mental illness (SANE 
Australia, 2009, p. 1). Understandings articulated by people living with psychiatric illness 
would be valuable in developing strategies for preventing relapse and/or deterioration of 
mental health.  
 
4.3.5  Preventing relapse   
The discursive practices of relapse prevention comprise, in part, the research discussed 
within sections 3.2. The understandings of this research entail being self-aware, acquiring 
specified skills and knowledge and, in many instances, maintaining plans with the 
support service providers. In particular, individuals need to develop awareness and the 
ability to recognise early warning signs of relapse, attend coping skills training, psycho-
education and self-help programs, and comply with prescribed medication regimens 
(Rickwood, 2004). A large body of anecdotal evidence supports the positive contribution 
of these strategies to the promotion, and maintenance, of an individual‟s psychosocial 
health.  
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Various factors are cited as risk factors for the production of psychosocial disability and 
are cited as needing to be acknowledged and addressed by the individual to prevent 
relapse. Rickwood (2004) identifies various risk factors, include prevailing social and 
economic conditions beyond the individual‟s control, in particular, inappropriate, or a 
lack of, accommodation and lack of employment opportunities; alcohol and/or drug use 
and violence, low self-esteem, feelings of hopelessness and a lack of meaning in life also 
contribute to the risk of relapse. Hence, „protective‟ factors include economic well-being, 
engaging in „meaningful activity‟ and having structure to the day, being physically fit, 
developing plans regarding daily wellness, early interventions, crises and future events 
(Rickwood, 2004). 
 
4.4 Summary 
This chapter outlined the discursive construction of contemporary services for people 
living with mental illness in Victoria. The dominant discourses of „recovery‟, 
„psychosocial well-being‟, „psychiatric disability‟ and „psychosocial support‟ constitute 
the category „psychosocial rehabilitation‟ which informs community service policies and 
services. The marginal discourses of „engagement‟ and „being an agent of self-generated 
change‟ position the individual as being „a collaborator, „a member‟ and engaging in 
practices that „prevent relapse‟ and „develop social networks‟. This study is positioned 
within a PRDS context and incorporates the marginal discourses discussed in this 
chapter. Presenting an overview of the range of dominant and marginal discourses that 
informed the construction of the project and the subjectivities of the people who became 
engaged in the project.  
The next chapter presents five examples of projects that share similar aims and/or work 
with similar discourses. The discussions of the following chapter demonstrate that other 
practitioners have recognised the importance of working with aims and processes I 
considered important within this study. 
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Chapter 5 
Contemporary Mental Health and Arts Projects: 
Construction and Possibilities 
This chapter outlines international and local arts-based and narrative therapy mental 
health projects. The work explores the construction of, and possibilities within, these 
projects, of similar discourses and discursive practices to those adopted in this study: 
discourses of „intervention‟, „meaningful participation‟, „social worth‟ and „self-worth‟. 
The discussion explores how the subject position of being a self-generated innovator is 
enabled by working within the discursive contexts of the projects. The first section of this 
chapter discusses collaborative artistic practices and narrative therapy as practices of 
intervention informed by discourses of meaningful participation, social worth and self-
worth.  
 
5.1 Practices of Intervention 
Community services aim to assist their clients to develop “new meaning and purpose and 
a satisfying, hopeful and contributing life” (Commonwealth of Australia, 2009, p. 30). 
Prior to the release of the NMH Strategy (Commonwealth of Australia, 2009), some 
mental health services were already providing opportunities for such personal 
development. These took the form of innovative community mental health projects using 
narrative therapy practices and community arts projects. These initiatives came from 
within the services where participants identified a need for a sense of ownership of their 
lives – to be active, not passive; to be agents of self-directed and self-generated change.  
The intervention practices discussed below incorporate self-help strategies, artistic 
practices and narrative therapy. Self-help strategies involve making plans for early 
intervention, plans for creative and meaningful engagement and/or social involvement 
and identifying and rehearsing personally selected ways of taking responsibility for well-
being. Artistic practices develop self-awareness and personal expression, enabling 
meaningful participation as an individual artist or within a group of artists. Narrative 
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therapy uses a poststructuralist approach to understanding subjectivity and reconstructing 
preferred ways to proceed with life. 
 
5.1.1    Self-Help strategies for change and personal development 
Interventions (see Section 4.2.5) involve relapse prevention practices such as self-help 
strategies that develop personal and social awareness. They also enable participants to 
develop plans of their choice, the ability to help themselves and to strive for autonomy. 
The impetus for recovery is located in the individual‟s desire to act for her/himself. This 
desire becomes evident in the person‟s engagement in activities, or discursive practices, 
which may initiate and sustain change in their health status.  
 
Relapse prevention practices may involve increasing self-awareness, recognizing early 
warning signs of relapse, early intervention and the development of coping skills and 
self-help strategies (Section 4.2.5). The community mental health and arts projects 
discussed in this chapter provide opportunities for increasing this insight and skill-base. 
The nurturing of social relationships and engaging in „meaningful participation‟ (see 
Section 4.2) are also enabled through the projects. The following sub-section details the 
discourse of meaningful participation as it pertains to community arts projects. 
 
5.1.2     Artistic practices developing personal expression and awareness 
Artistic practices work with the discourse of intervention. They enable the development 
of personal expression and awareness of socio-emotional issues. Arts therapy practices, 
such as those used in the pantomime project of this study and the projects discussed in 
this chapter, explore socio-emotional issues and potentially provide ways of coping with, 
or problem-solving, them. 
 
5.1.3    Narrative therapy  
As noted previously (Section 2.10), narrative therapy works with a poststructural 
understanding of subjectivity. Narrative therapy practices and techniques include 
deconstructing subjectivity and understandings of life events and emotional states 
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associated with memories. It focuses on repositioning self with preferred ways of seeing 
self and ways to proceed with life, and re-affirming these new positions with friends, 
family or peer acknowledgement (White & Epston, 1990). The following section 
describes particular strategies for facilitating meaningful participation. 
 
5.2 Practices of Meaningful Participation  
The development of self-awareness within social situations may involve engagement with 
psychosocial support programs which vary across the range of government and non-
government psychosocial rehabilitation services. Participants are enabled to work with 
the discourse of meaningful participation in these programs. One approach to service 
provision for psychosocial support is the „Clubhouse Model‟, a day-program model 
which engenders clients‟ agency (Vicserv, 2002, p. 65). Its construction is consistent with 
the guidelines of the Mental Health Act, 1986 for „service consumer‟ participation in 
planning, operation and evaluation.   
 
Being a member of a club necessitates engaging with others, a practice of relapse 
prevention. Members participate in the planning and decision-making processes 
regarding the shared project‟s development and personal development and conduct. In 
doing so, they draw on notions of self-help and responsibility for their well-being. Other 
programs and arts projects, discussed later in this chapter, create subject positions of 
membership as creative collaborators and supporters of others in crisis.  
  
5.2.1    Creative collaboration  
Creative collaboration can also promote strategies for psychosocial rehabilitation and 
relapse prevention. The subject positions of being a creative collaborator entails being an 
agent of self-generating change as the individual makes decisions regarding their 
involvement and contribution to others and/or the work of art, music or research. There is 
potential for „ownership‟ of the project or artwork to be negotiated amongst peers and 
collaborators; collaborators are often acknowledged with corresponding ownership 
specific to their contribution.  
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Discursive practices of creativity contribute to mental health and well-being. The 
transformative power of creativity was noted by the playwright Cole who suffered from 
mental illness. Being creative gave him a sense that his life “was so much more fulfilled 
and [his] mental health considerably improved” (Monea & Hapke, 1999, p. 73). He 
claimed that any form of creativity became an achievement for him - a testament that 
throws the doors wide open to the possibilities of the arts: drawing, writing, dancing, 
painting or singing. Jamison (1993), a social researcher, also argued that the implications 
of the relationship between creativity and mental illnesses for diagnosis, treatment and 
recovery should be explored. She suggested that creative arts therapies can be utilized to 
harness energies that may become destructive if left „unattended‟. Such testaments 
highlight the potential for creative collaboration, particularly with the involvement of 
professionals dedicated to the supported recovery of their clients.  
 
5.2.2    Practices of peer support 
Like creative collaboration, the discursive practice of peer support involves making 
socially conscious decisions about helping, listening and responding to others. Empathy 
for others living with psychiatric illnesses may inform these decisions, providing 
participants with support that may not be accessible from, or may be different to, 
professional support, guidance or assistance. Reflecting on such demonstrations of peer 
support may lead to evaluations of self and others as „socially conscious‟ and 
„contributing‟, which, in turn, may lead to valuing being socially involved with others. 
The discourses of „social worth‟ and „self-worth‟ can be recognised within the practices 
of creative collaboration and peer support.  
 
5.3 Developing Social Worth and Self-worth  
„Social worth‟ and „self-worth‟ inform and sustain each other. An individual‟s awareness 
of what and how people contribute to each others‟ well-being may increase through their 
involvement in community art and mental health programs. Appreciation of themselves 
and others as being of value to each other promotes understandings of social worth and 
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self-worth. Awareness of self-worth may precede awareness of social worth, vice-versa, 
or they may develop simultaneously. 
 
5.3.1    Social worth 
An awareness of social dynamics contributions to the well-being of others and constitutes 
an understanding of social worth. Being socially engaged with fellow project participants 
and/or collaboratively creating a piece of art, music, theatre or writing, provide 
opportunities for an individual to appreciate their own and others‟ emotional and 
intellectual contributions to the projects. In addition, an awareness of what and how self 
and others contributes to meeting the group‟s aims and/or shared vision of the artwork 
potentially foregrounds an awareness of social worth, in particular an understanding that 
there are benefits and worth in working together. 
 
5.3.2    Self-worth 
Awareness of how one contributes to others‟ and one‟s own wellness may develop as an 
individual becomes aware of his/her ability to contribute creatively and socially. Such 
awareness may impact on a person‟s sense of self-worth. New understandings of self-
worth may offer positive self-images, such as successfully attempting and achieving new 
actions, considering self as being useful, needed and contributing positively to others‟ 
lives. These understandings may increase personal self-esteem and so assist in the 
reconstruction of subjectivity. 
 
5.3.3    Intersubjectivity 
Reconstruction of subjectivity is an important aspect of recovering from mental illness. 
This process can be enabled through the adoption of practices that develop intersubjective 
awareness (see Sections 2.7 & 3.3). Intersubjective awareness and the potential for 
personal insights are possible consequences of creative collaboration and peer support, 
sometimes consciously encouraged through group work, other times, occurring 
spontaneously.  
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The following section describes community mental health projects that promote self-help 
strategies, relapse prevention, peer support social worth and self-worth through the 
development of intersubjective awareness or intersubjective technologies.  
 
5.4 Extant Community Mental Health Projects  
This section describes two community health projects that worked with discourses of 
self-generated change, relapse prevention and meaningful participation. The discursive 
practices of peer support and group work encouraged the development of intersubjective 
knowledge and awareness of self. Examples from narrative therapy community work in 
Adelaide, South Australia and in the United Kingdom follow.  
 
5.4.1    The Dulwich Centre Community Mental Health Project 
The Dulwich Centre community mental health project was formed and created in 1997 in 
Adelaide, South Australia (Dulwich Centre, 1997). Narrative therapy, used in this 
community mental health project, was informed by the discourses of self-help and relapse 
prevention and the discursive practices of peer support and intersubjectivity. All of the 
members of the project had psychiatric diagnoses and histories of engaging with 
psychiatric services. Descriptors of subject position, „recipients of services‟ or 
„consumers‟ were deemed inappropriate by the project members, as these denied their 
vital contribution.  
 
The project entailed the group members observing how stories of their mental illnesses 
shaped their lives using narrative therapy techniques of externalising conversations, 
historical explorations and the creation of new stories. These techniques entailed 
honouring everyday actions of resistance, creating rituals and new stories, naming 
injustice, exploring and questioning the relations of power and cultural influences within 
their lives. Members and support workers acknowledged how the ways in which they 
worked were mutually enriching and added to the existing spectrum of social 
relationships (Dulwich Centre, 1997).  
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The predominant understandings which shaped the project related to interaction, respect, 
affirmation, caring, justice, transparency and community. One community worker 
explained how new understandings of transition and a negotiated relationship challenged 
the „them/us‟ divide that can be evident within professional relationships: 
There is such a step, a transition, between living in a hospital and living in the 
community…Where people are institutionalised, the sorts of relationships, which 
can be generated, are in some ways mediated through the institution. Within the 
Community Mental Health Project, however, we are able to negotiate 
relationships along the spectrum from those „professional relationships‟ 
characterised by „professional distance‟ to a friendship. In each situation we have 
to create the relationship together. (Dulwich Centre, 1997, p. 26) 
 
Participants called the project “Power to Our Journeys” to denote their new position and 
agency. The discursive process of „changing relationships with dominating voices‟ was 
described by members:  
Acknowledgement of our experience is empowering, previous ways have silenced 
our telling perhaps for the challenging vulnerability it makes others feel in 
themselves or it is believed that giving this space to be heard is counterproductive 
to our recovery. The silencing has profoundly negative consequences for all of 
our lives. All of us have felt abandoned because of this. At time this very 
silencing has contributed to the sense that we might be going mad. It has made it 
virtually impossible for us to change our relationship with the troublesome voices 
and visions that have been so dominating, and, as well, with the voices and 
visions that have been supportive of us. (Dulwich Centre, 1997, pp. 26-27) 
 
The members attributed their ability to change to the overt acknowledgement of their 
experiences. This activity was viewed as counterbalancing the negative consequences of 
silencing their „telling‟. They understood that practising silence was a means of 
protecting the vulnerability others may feel hearing about their symptoms. Being silent 
contributed to their sense of being „oppressed‟ by their illness.  
Their opposition to their silence, through discussing the effects and strategies of the 
„voices‟, enabled them to contest the oppressive relationships they endured with them:  
These voices and visions are oppressive, and since our work on revising our 
relationship with these voices and visions addresses issues of power and control, 
then this relationship is a political relationship. This political understanding 
provides us with strength, as it keeps us in touch with the fact that we are not just 
on a personal journey, but a political journey. (Dulwich Centre, 1997, p. 27) 
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Revising the political positions between the members and their voices was a source of 
strength for the individuals. They created three documents that captured the 
transformative power of the project journey: Solidarity, Our Determination and being 
Authors of Our Lives (Dulwich Centre, 1997). 
 
The consequent change of title for people involved in the project, from consumers to 
members, was unanimously supported by the group members and support workers at the 
Dulwich Centre. The imperative for this change draws on discourses of social worth and 
self-worth. The dominant discourses of self-generated change, relapse prevention and 
peer support prevail within this project‟s practises. The practises of narrative therapy 
actively encourage participants to consider how they feel and what they think about other 
participant‟s stories and/or responses to their stories, thus appropriating the marginal 
discourse of intersubjectivity. Through the group work, explicit acknowledgement of 
others‟ contributions to awareness of self and support for self-generated change 
encouraged the appreciation of social and self-worth. 
 
5.4.2      Hearing Voices Network 
Another project informed by the discourses of self-help, relapse prevention, peer support, 
also using the narrative therapy approach, was the Hearing Voices Network in 
Manchester, England. The discursive practice of intersubjectivity was also incorporated, 
working with understandings of social worth and self-worth. 
 
The Hearing Voices Network was a group consisting of people who had lived with 
mental illness in their lives, namely hearing voices. The Network trained and supported 
volunteers and mental health professionals in their approach to support people accessing 
the project. The main focus of the project was to give attendees space to talk about their 
experiences of living with voices and opportunities to share how they coped in positive 
and life-reclaiming ways. The transformative power of this Network, at both individual 
and professional levels, is articulated by Denborough (2003):  
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Not only are voice-hearers supporting one another in creative and moving ways, 
their work is also transforming understandings within the professional arena. 
Through their work, an alternative view of the experience of voice-hearing is 
being put forward. This view steps completely outside pathological 
understandings; does not believe the experience of voices has to be negative; 
passionately believes that it is possible to live meaningful and satisfying lives 
while hearing voices; and shares strategies and processes that assist recovery from 
significant mental health crises. This transformation is taking place despite the 
presence of the voices and other obstacles in the lives of the people of the 
Network creating this important movement. (p. 4) 
 
A volunteer of the Network described being positioned, and positioning herself, as a 
„helper of others‟ lessened her sense of helplessness as she was able to generate change 
for herself and others. She indicated that she had benefited from the approaches „used‟ at 
the Network over some years, saying: “I‟d like to find other people who have 
experienced depression…From all the experiences I have had, I have learnt a lot about 
trust and making connections” (de Valda, 2003, p. 11). Through her volunteer work, she 
was moving from a subject position of powerlessness to one of self-control and self-
awareness. The discourses of social worth and self-worth also helped construct this 
volunteer‟s involvement with other people in the program. Her interactions enabled 
changes in her understandings of self and in her strategies for maintaining her well-being.  
The use of artistic practices, of singing and theatre, that enable self-help strategies, peer 
support and collaboration are discussed in the following section.  
 
 
5.5 Making Life Better Through Community Singing and Theatre Projects  
The community arts projects explored here work with discourses of self-generated 
change, relapse prevention and meaningful participation. A community choir and two 
theatre groups, explicating some of the social/emotional impacts of singing, making and 
performing theatre, belonging to a group and of creating art with others, are discussed 
here. Participants engaged in collaborative processes, rehearsing choral music for 
performances and theatrical pieces which expressed and explored their social situations 
and sense of self.  
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5.5.1 The Choir of Hard Knocks 
In 2006, the Choir of Hard Knocks was formed in Melbourne. It was established for an 
Australian Broadcasting Corporation television documentary series. The documentary 
introduced the background stories of some of the choir members and followed their 
development within the choir. „Reclink‟, a not-for-profit organisation that accesses free 
and low-cost recreation for financially and socially disadvantaged Melbourne residents, 
co-ordinated the choir. The project‟s construction was based on discourses of peer 
support and creative collaboration. Some 50 people gathered to practise and perform, to 
sing together. Welch, the choir conductor, commented on the potential of „the choir‟ to 
have a positive impact on the members‟ lives: 
As many of the participants come from marginalised and often financially 
difficult backgrounds, it is my hope that the joy and euphoria that music making 
in a group dynamic will give a sense of purpose, structure and respect to their 
lives and help them look forward to belonging to a 'family' - albeit a musical one! 
(Choir of Hard Knocks, 2007b) 
 
The hopes articulated by Welch, of giving the members a sense of purpose, structure to 
their lives, belonging and respect, resonated with those of the pantomime project, in 
particular, peer support and the sense of personal growth or self-generated change that 
choir members experienced. A choir member, Mansell‟s comment is testament to the 
process being one of personal growth: “It has been a journey that has been one of self-
discovery. It has also been a time of using my interpersonal skills, with about fifty 
members in the choir. I've had to get on with people” (Choir of Hard Knocks, 2007b). 
 
While the choir project did not directly or explicitly address welfare concerns, it worked 
with the members‟ sense of belonging and enjoyment of music. Daly, another choir 
member commented on the effect of participating in the choir: “It changes people's hearts 
while making their life worth living” (Choir of Hard Knocks, 2007b). The choir members 
chose songs that resonated with aspects of their life experiences; choir member, Foxwell 
commented: “I choose songs that reflect how I'm feeling and it helps me get a lot off my 
chest. It makes me feel like I'm not just a loser, that I've got something special and I need 
to use it properly” (Choir of Hard Knocks, 2007b). Choir members „raised their voices‟, 
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benefiting from expressing hardships and, in some instances, transcending them. Another 
group member, Bester, spoke about the choir rehearsals bringing a sense of continuity to 
his days and weeks: “The choir gives me continuity and connects the days, weeks and 
months. It helps overcome the sense of flux that comes with schizophrenia. Singing 
brings back my emotions” (Choir of Hard Knocks, 2007b). These comments indicate the 
participants working with relapse prevention practices. 
 
Welch also commented on the creation of connections between the choir members and 
the audiences and of changes in audience members‟ understandings of homeless and 
disadvantaged people. “To be recognised, appreciated and applauded for what we do in 
life has to be the essence of any human being's sense of self respect and self-worth” 
(Choir of Hard Knocks, 2007b). 
 
The choir was received positively by audiences throughout Australia. The appropriation 
of discursive practices, such as creativity and peer support, to counterbalance the impacts 
of homelessness and mental illness, gained mainstream public exposure. The next section 
presents examples of theatre groups that employed collaborative processes to create and 
present their works that explored aspects of mental health. 
 
5.5.2 The Theatre of Life: ‘Playing’ life itself  
My Life is a theatre piece that was performed at the “Madness and Arts World Festival” 
in 2003 in Toronto, Canada. The collaborators were a theatrical writer/director and two 
performers. The creative process of My Life worked with a discourse of creative 
collaboration and provided the artists with opportunities to explore their stories and 
support each other in the retelling/performances of them. My Life was based on the life 
experiences of the two actors, both of whom had suffered mental illness in the prior 10 
years when they were at the peak of acting careers. Both were committed to the 
development of the work, saying they “have nowhere else to go”, that they “need this”, 
despite being overwhelmed by the challenges the project presented (Madness and Arts 
World Festival, 2003). As the piece unfolded, they played „themselves‟. The director and 
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the actors co-wrote the scenes, referring to themselves in the third person for the purpose 
of character development. Conversations revealed stigma, prejudice and 
misunderstandings plagued their lives, the female actor commenting: “The problem with 
having a diagnosis is that other people put all emotional outbursts down to the illness or 
the medication, not natural human expression, part of being a human being” (Madness 
and Arts World Festival, 2003). 
 
Performing for the first time since becoming ill in My Life, the actors commented that 
they were dealing with feelings of despair the things that they had not accomplished since 
becoming ill. This challenge was met amidst the complexities of emotions about 
performing anew. The male actor, who lived with symptoms of schizophrenia, also had to 
contend with what his „voices‟ would say on the performance night. His nerves and 
concerns that they may possibly trigger his symptoms interfered continuously with his 
rehearsals of the material. He commented that, in spite of this: “Doing the performance is 
the beginning of living the life I wanted to live 11 years ago” (Madness and Arts World 
Festival, 2003). Following the performance, he commented on learning from the project: 
“What I learned here will help me in the future. We [the actors] had our battle and we 
pick up our goods and move on” (Madness and Arts World Festival, 2003). The 
comments suggest that the project was a poignant moment in their lives and that they 
developed some resilience through the processes of creating, rehearing and performing 
the theatrical work.  
 
Exploring the stories offered the participants the possibility of contesting oppressive 
relationships with their symptoms and the dominant discourse of disability. They noticed 
changes within themselves as they re-authored their lives through the creative, rehearsal 
and performance processes. A similar process of subjective reconstruction was reported 
by performers in the Theatre of Hope. 
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5.5.3   The Theatre of Hope 
The Theatre of Hope was a performance created and performed in Melbourne in 1999. 
The participants were people accessing psychosocial support through a day-program in 
an inner-city area of Melbourne. The program facilitators filmed the project and created 
an education kit to accompany the film as a learning resource for PDRS services, 
community groups and schools. The kit provided information that challenged many 
prevailing, predominant understandings about people with mental illness. 
 
Created within a PDRS program, the project was guided by the Mental Health Act 
recommendations for respecting participants‟ rights and encouraging their involvement in 
planning, operation and evaluation decisions and actions. By using an arts/drama format, 
the project was able to provide much more. Artistic exploration of social issues ensued 
and subject positions that counterbalanced the socio-emotional issues were created and 
adopted. The theatre piece and the education kit explored issues concerning the 
experience of mental illness, social isolation and the value of group activity and 
community participation. The education kit discusses challenges that arise in facilitating 
„arts for disabilities‟ projects, prospects for community and cultural development and the 
inclusion of people with mental illness in the wider community.  
 
The video presents discussions with the group and staff members of the project who 
comment on the structure and process of the project as well as the theatre piece. The 
project was informed by the discursive practice of “group-devised theatre, a form of 
collective story-telling which helps [performers] to overcome isolation and alienation by 
proclaiming who we are and how we feel about ourselves and others” (Theatre of Hope, 
1999). This practice drew on the dominant discourses of creative collaboration, peer 
support and self-generated change, as well as the discourses of intersubjectivity and the 
development of social worth and self-worth. Performers began the process with a rough 
outline of the drama, consisting of ideas about struggling to deal with day-to-day life.  
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Reflections on this discursive practice reported its effectiveness in encouraging peer 
support for the members. One member commented: “I gain support, despite the 
differences [such as age], they [other group members] enjoy drama too” (Theatre of 
Hope, 1999). The project also provided opportunities for appropriating discourses of 
social worth and self-worth and a subject position of social engagement: “older members 
observe newer members, [who] have a sense of understanding where they are with being 
new and where they are themselves with more experience” (Theatre of Hope, 1999). 
Also, new positions of creativity and self-generated change were enabled through 
opportunities to rehearse alternative choices for life:  
When the director is away, the group members take over the directorship. You can 
explore all sorts of things that you can‟t possibly do in the outside world”; “I kept 
going back to square one until [I made] the decision to go forward and use the 
support in the community, to be with people and have the life I used to have”; “It 
has given me higher ambitions than I would have had for myself, a place to be to 
do all these things, a stepping stone back into life.” (Group members of Theatre of 
Hope, 1999) 
 
Discussion, questions and interviews with group members about their involvement in the 
performance and „facts sheets‟ on patient‟s rights, self-help, support group services and 
organizations involved in mental health were also included in print, in the education kit. 
This educational resource further promotes education of the discourses of wellness, 
ability and creativity, through the provision of information and demonstrations. 
 
5.6 Difficulties Involved in Evaluating PDRS Drama Projects 
Drama projects, undertaken within psychosocial rehabilitation settings, are not without 
their problems and risks. Discussing ethical considerations with participants ensure that 
the process of creating theatre does not jeopardize the therapeutic aims of psychosocial 
rehabilitation (see Sections 2.4 and 5.9). While participants engaging with PDRS services 
have recovered from an acute phase of their illnesses, and continue to recover, 
vulnerability within their subjectivity may contribute to the personal risks of being 
involved.  
 
  
 
69 
Concern for the participants‟ vulnerability influences choices of practice available to 
group-work facilitators. Preston (2000) revealed the need for a systemic approach to 
drama therapy: “The context of the intervention [the drama project] was highly 
problematic. For substantial change to take place, the project worker and participants 
need an agenda of genuine empowerment” (p. 9). In other words, the worker and 
participants should work together with a discourse of empowerment. Sharing a discourse 
of empowerment, or change in personal power, would involve collaboration and 
prioritizing the discourse of „process‟ over „product‟, hence negating the input/output 
dichotomy and the emphasis on the production of artworks. In accordance with this view, 
Doyle (1999) commented: “[t]he consumer must be involved in determining both the 
need and direction of any project from the outset” (p. 95).  
 
There are issues, also, with evaluating the success of a project on the performance 
„production‟: “[o]utcomes are determined by process, yet audiences are invariably denied 
access to that part of the creative process. The risk is that projects are judged in the 
instant; the outcome is a success or a critical failure” (Doyle, 1999, p. 75). There is no 
documentation of how audiences respond, or relate, to performances of theatre works that 
explore mental health issues. Hence, the intersubjective dimension within the 
methodology of my study was necessary and critical in accessing various community 
members‟ perspectives regarding living with psychiatric illness, in response to the 
pantomime. 
 
5.7 Summary  
This chapter explored the research question: How does this study relate to recent, local, 
arts-based and non-arts-based, mental health projects? The community support and 
theatre projects presented in this chapter highlight the acknowledgement and support of 
their respective group members‟ initiatives. Through active exploration and expression of 
their situations with mental illness, being creative, collaborative and supportive of each 
other, discourses of passivity were left behind. The projects were shaped by the 
discourses of intervention, meaningful participation, „social worth‟ and „self-worth‟ and 
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involved the use of „self-help strategies‟ „creative collaboration‟, „peer support‟ and 
„artistic exploration‟. The table below (Table 5.7.1) summarizes the discursive formation 
of these projects.  
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Table 5.7.1: The Discursive Construction of Community Arts and Mental Health 
        Projects  
 
Dominant 
Discourses 
Practices 
Intervention 
 Self-help strategies: Making plans for early intervention, social 
involvement and identifying and rehearsing personally selected ways of 
taking responsibility for well-being.  
Artistic practices: Developing self-awareness and personal expression, 
enabling meaningful participation as an individual artist or within a 
group of artists. 
Narrative therapy: Using a poststructuralist approach to 
understanding subjectivity and reconstructing preferred ways to 
proceed with life. 
 
Meaningful 
Participation 
 
Creative collaboration: 
Negotiating creative decisions and working with other participants and 
professionals to create art/theatre/musical/ writing. 
Peer support: Providing and receiving support from other members of 
a group. 
 
Social Worth  
 
Peer support and development of intersubjective awareness. 
Self-Worth 
 
Development of intersubjective awareness of how one contribute to 
others‟ and one‟s well-being. 
 
  
The discursive construction seen here in the table enabled the participants to make creative 
decisions, implement personally developed plans and contribute to the projects. Socio-
emotional issues, negotiate with other collaborators, develop social networks and to 
appreciate the social value of contributing to a community project. The following chapter 
details the construction of this study‟s artistic project, the pantomime, including who was 
involved, where and how they engaged in the study and what was produced, describing 
how the project constructed within the existing day-program.   
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Chapter 6 
 
The Creation of the Pantomime  
 
This chapter describes the construction of the pantomime, concluding the discussion of 
the discursive construction of the pantomime project with a detailed account of the 
project. The writing focuses on how the project was constructed within the existing day-
program, explicating how the group members engaged in the pantomime. I invite you to 
view the Project DVD at the end of this chapter (see DVD insert on page 88).  
 
The policies and culture of the PDRS day-program involved in this study were largely 
informed by the dominant discourses constituting psychiatric rehabilitation: „well-being‟, 
the „intervention spectrum‟, „individuality‟ and „psychosocial support‟ (see Section 4.2). 
This study incorporated these discourses and used the discursive practices of „creative 
collaboration‟, „peer support‟, „intersubjectivity‟ and „artistic exploration‟ with the aims 
of exploring new ways of understanding self and of being with others. The creative 
development of the pantomime story, its original songs, the character role-play and 
puppet development, the performance and Definitional Ceremony formats being 
collaboratively instigated, were all consistent with poststructuralist approaches to 
research. This chapter presents the development of the pantomime project through a 
description of the various elements of the project: the project setting, the group, 
considerations I made holding multiple positions in the project and study, the group‟s 
creative process, their preparations for the performance, the performance events and 
Definitional Ceremony that followed them, group discussions that were made after the 
performances, the process of collecting the data and various aspects of maintaining 
privacy for the study. 
 
6.1 The Pantomime Project’s Setting 
The idea of creating the pantomime emerged from the study‟s group at the Day-program. 
At the initial stages of discussing a new project, the creation of a funny play or radio 
show performance were formats suggested and discussed by the group. I suggested the 
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use of puppets, thinking that creating them would enable other artistic media to be used. 
An umbrella description of „puppet pantomime‟ was decided within these discussions, to 
encompass the style of light-hearted, musical theatre piece using puppets.  
 
My intention for the project to be research study was already known by the group 
members, so I proceeded to with the ethics clearances required. The RMIT University 
and the Department of Human Services, Victoria granted said applications (see Section 
6.10 and Appendices A & B), and the project proceeded. The participants received letters 
with a Plain Language Statement (Appendix C) to formally invite them to join the 
project. As they accepted the invitation they signed the necessary consent form 
(Appendix D). The sessions to create the pantomime were held in the music and art 
rooms of the day-program and the performances were held in the main common room of 
the day-programs. 
 
A timeframe of 12 weeks was set aside for the project, two sessions of 2 ½ hours each 
week. While such a timeframe may be considered as potentially limiting for a study, my 
decision was based on what would be a reasonable period of commitment for group-
members to sustain. The construction of the pantomime project engendered new marginal 
discourses and discursive practices through which the group members could work 
together, exercise agency and engage with choices for how they and others thought about 
and saw themselves.  
 
6.2 The Group  
The group was made up of 13 individuals including myself. The group members were all 
members of the day-program‟s music, drama and art groups, and had volunteered to join 
the pantomime project. Most of the group members were aged between 30 and 50 years, 
with two members aged between 65 and 70. Each individual identified their potential for 
personal expression within the creation and/or performance of the pantomime story. In 
the study they are identified by pseudonym and by their contribution (for example, Jeff: 
songwriter), or as „group members‟ collectively.  
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The group members‟ psychiatric diagnoses were predominantly depression, bi-polar 
depression and schizophrenia. They expressed varying levels of anxiety, paranoia, phobia 
or self-consciousness during initial conversation of the project, and also varying levels of 
experience and confidence in participating in groups, and in developing music or drama 
through to performance. The positions within the group were realized during the first two 
to three sessions; the song-writer, two puppet makers, the set artist, the cartoonist, the 
storyboard artist, two speakers, two puppeteers, a guitarist and a group member who 
attended many sessions to sing with the group but did not perform or attend the 
performances.  
 
A member‟s choice to be involved and to contribute creatively would reign in 
oppositional discourses that challenge the previous statements of illness and diagnosis. 
New discourses of self-generated change would impact the marginal discourses of 
treatment and recovery (see Section 4.2). With the influences of Foucault and Myerhoff 
(see Chapter 2 and Section 3.3.4), the project was facilitated in a manner that the process 
was one that they could have a sense of ownership and creative integrity with, and that it 
would develop at a pace and in a direction that was initiated and controlled by them.  
 
6.3 Considerations Made in Holding Multiple Subject Positions  
Throughout the pantomime project and study, I held five different subject positions, 
sometimes simultaneously. I presented descriptions of the various positions I held in the 
application for ethics clearance as follows. In the first instance I was the researcher, 
giving the “plain language statement” letters, informing the group members of the 
project‟s scope and my interests in its development. The group members‟ initial 
comments, regarding their interest in participating and what they may wish to get out of 
it, were recorded. I continued to keep a journal of the sessions and my own and group 
members‟ comments throughout the process. As the researcher I asked the group 
members about their experience of being involved in the study, recorded their responses 
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to the audience comments, their thoughts on the research generally and what they might 
add to the „findings‟ of this study. 
 
Being the group facilitator and collaborator coincided with the musical director role that 
focused on the development of the story, incorporating the song writing and story 
material that emerged, compiling the script, rehearsing the pantomime as it took form 
with the group members and finally preparing and leading the group through to the 
performance experience. As the therapist, I was concerned with the individual and group 
processes, attending to their issues of anxiety, keeping sight of each group members‟ 
aspirations and making the best attempts to facilitate the realization of these. I also 
followed up with individuals before and after the sessions, regarding their well-being and 
confidence in the process. The order in which the positions are discussed here merely 
corresponds to the sequential order of process rather than the priority of any position. As 
discussed in Sections 3.1.2 and 3.1.3, the therapeutic aims and aspects of the study were 
always prioritised. 
 
6.4 Discourses Engaged within the Project 
The dominant discourses of psychosocial well-being, psychiatric disability and 
psychosocial support informed the construction of the pantomime, as they constitute the 
dominant category of psychosocial rehabilitation, within which the PDRS day-program 
exists. The marginal discourses of engagement, being an agent of self-generated change, 
collaboration and relapse prevention also constituted the project and informed the ways 
individuals participated within it. Discourses of intervention, meaningful participation, 
social worth and self-worth were also engaged within the project group work and the 
performance event, informing the process and practices described in this chapter. 
 
6.5 The Creative Process  
I aimed to facilitate the group members‟ process of creating arts-based narratives that 
could be constructed with aspects from their own life stories, and, to explore how they 
would like to see their stories unfold. These narratives were initially created and 
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presented in cartoon caricatures or original and selected pop songs by the group 
members. The narratives were then imaginatively enhanced and explored from different 
perspectives through group work using drama therapy techniques.  
 
Creating the story was a collective synthesis of the group members‟ role-plays and 
creative representations of living with a psychiatric disability. This meant that everyone 
related to the story, without it being about any one person. Creating and presenting the 
story with this sense of simultaneous empathy and distance enabled the complexity and 
diversity of the story to be expressed despite the group members‟ feelings of self-
consciousness and inhibition. On one level, the puppets were like mascots that 
represented the collective experience, the group members developed positive ways 
forward for the characters in the story consistent with what they would want personally. 
The concept of distancing of Jones (1996) was complemented by the development of 
empathy through writing one‟s story in the third person described by a participant of a 
Ingram and Perlesz‟s study of family therapy (2004): “[Writing my story in the third 
person] freed me to feel compassion for myself. It enabled me to think about myself the 
way I wanted to be thinking, not the ways I have been conditioned… [the participant of 
the study] became an audience to the stories of her life, an audience to herself in a 
different way” (p. 53).  
 
Sessions held in the day-program‟s art room focused on the construction of the puppets 
and the set backdrop. An artist (the set artist) whose illness affected his ability to speak, 
chose to participate separately from the group. Because he did not generally speak, we 
had written conversations about his thoughts and feelings about making art, which was a 
new mode of communication for him and me. Another artist (the storyboard artist) was 
initially very interested in creating a storyboard of the pantomime. He made a start with 
the first scene but found that he was increasingly distracted by his symptoms of restless 
internal dialogue. His contributions were hand-drawn images for the flyers and publicity.  
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6.5.1  The puppet-making process 
The puppets were made over a series of four to five weeks in the art room by five artists. 
One of these artists (the cartoonist) contributed the original image of the main character 
as a cartoon caricature, but left the group to continue his own interests soon after the 
pantomime project commenced. One of the puppet makers who was clinically blind, 
commented that helping to make the puppets would enable her to know what they were 
like when it came to attending the performances, enhancing her experience of being in 
the audience. She declined to participate in the rest of the process, commenting that it 
was making things with her hands that gave her the most joy.  
 
The puppet construction consisted of paper-mache over round balloons to create the 
heads of Nomad and Jude, a single „hour-glass‟ shaped balloon for the butterfly‟s body 
and head and half-shell moulds of paper-mache comprised the caterpillar body segments 
of Jude. The spider was constructed with black stockings stuffed with newspaper, as were 
the other puppets arms and legs. The caterpillar‟s legs were colourful babies socks stuffed 
and attached to each of the body segments. All of the puppets were painted with acrylic 
paint before clothing, hats and antennas were attached. Child sized clothing was 
resourced from Opportunity shops for the puppets. The four remaining group members of 
the puppet creation stage of the process collectively decided on the paint colours and 
completed the stocking-stuffing and dressing components of the puppets. One puppet 
maker took the butterfly puppet home to add hand-sewn details to its wings, which were 
constructed by stretching stockings over coat hangers, bent into „wing‟ shapes. 
 
Nomad, the lead character of the pantomime, was created in response to the song „Lonely 
Nomad‟ written by the group‟s songwriter, and the character was developed through role-
playing a scene of two companions talking. The companion character „Jude‟ was created 
from various inputs of St. Jude (the patron saint of hopelessness) and the Beatle‟s song: 
„Hey Jude‟. Creating this figure symbolically as a rainbow coloured caterpillar and white 
and violet butterfly meant that the process of transformation and change could be 
demonstrated through this character. The two fictional characters (see Figure 1) 
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culminated in a collection of the group members‟ insecurities, strengths and hopes 
enabling the characters to be simultaneously „owned‟ and distanced from by each 
member of the group. 
 
 
Figure 1: Nomad and Jude: the Pantomime Characters 
 
For each person involved, intersubjective technologies (see Sections 2.7 and 3.3) utilized 
in the creation of the pantomime, such as role-playing the pantomime‟s characters, 
enabled the potential to review and understand subjectivity. The creative process of the 
pantomime also provided a flexible and responsive forum for the liminal stage of the rite 
of passage, where the group members could engage creatively, expressing and 
responding to the songs and puppets through the role-paying and script writing. The 
creative choices available in the project allowed group members to try new ways of 
exploring their emotional and social awareness, and/or develop established creative 
interests. The creation of the pantomime provided a process of engaging with and 
growing through new creative and social experiences, which in turn, contributed to the 
development of preferred subject positions and awareness of reflexive subjectivity of the 
group members. The group members explored the dynamics of knowledge/power 
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relations of self perception and mental illness through the role-plays and script 
development, within which their perspectives took precedence over medical, pathological 
discourses. 
 
6.6 Progression of Sessions 
The art sessions to create the puppets and set were held on Wednesdays between 1.30 and 
3.30pm. The participants who chose to be involved in the music and drama aspects of the 
project then proceeded in music group sessions that were held on Friday afternoons 
between 1.00 and 3.30pm. We sang the songs together, regardless of whether they were 
solo or group songs, trying them out and talking about the possible order of songs to 
enhance the story development. These sessions usually took approximately one hour and 
were followed by a break.  
 
After the break, we discussed the character profiles, and brought in the puppets from the 
art room, through their various stages of completion over the weeks. By the third week, 
we moved the music-room‟s furniture around to emulate a stage set-up, and positioned 
the puppets on a table in front of the group members. Scenes were role-played and the 
characters played by different group members. A draft of the script was created from 
notes of role-plays shown to the group members in the fourth week. We continued to run 
through the story and fill in any dialogue to improve its delivery. The title for the 
performance was agreed upon as Poor People, Rich Lives: a Puppet Pantomime. 
 
6.7 Preparing for Performance 
The empathy I experienced for the group members informed my decisions as we 
proceeded, and I continued to check with them about the creative decisions I made. I felt 
a sense of responsibility to the group that decisions I made on behalf of them were 
appropriate, respectful and consistent with their involvement. Throughout the process I 
continued to make decisions as guided by my reflexive practice and I followed through 
with each group member after the project was completed. As the process unfolded the 
individual and group processes became complementary processes: when an individual‟s 
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experience was „centre stage‟, the group was supportive, while all members also 
benefited from maintaining the project‟s momentum. 
 
As the puppets were put into place, new dilemmas were emerging: How were we going to 
work the puppets and have the lines spoken? Would the audience be able to see 
everything they needed to? Would we need microphones and how would the 
performances be filmed? We tried various arrangements of playing the voices and 
puppets with the script. Some weeks, various members did not attend for personal 
reasons, changing the group dynamics for those attending who played the characters‟ 
voices and movements. It was important to explore the story collectively and for each 
member to try the different perspectives of speaking or puppeteering each character. 
Doing so ensured the story could remain a group experience rather than of any one group 
member playing only one part of a role. The performance line-up changed until the 
second last week when the group member‟s names were put into print as singers, actors, 
puppeteers and musicians with their respective roles.  
 
We had been rehearsing the show every week, running through the whole script and 
rehearsing particular songs. The stage placements were becoming more familiar to the 
performers. Microphones had been used for the last four weeks of the lead up, and we 
had made final arrangements for the instrumentations of the songs and sound effects. I 
played the instrumental accompaniment and sound affects on keyboards for all of the 
songs, and a guitarist joined the „Lonely Nomad‟ song, attending only the last two 
sessions for rehearsal. The stage was set up in the main room of the day-program 
facilities, with the backdrop and set put in place in the last session. A dress rehearsal in 
the performance area completed the preparation stage of the project.  
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6.8 Definitional Ceremony: Connecting to Others through Performance 
Performance, namely the relationship between the performers and audience, was another 
intersubjective technology to be used (see Section 3.3). During the last three sessions, I 
described the process of the Definitional Ceremony to the group. A support worker was 
present during this session and agreed to try a practice run of the questions that had been 
prepared for the Definitional Ceremony. After we played the pantomime through I asked 
her the questions. She responded, somewhat hesitantly, admitting that she was 
withholding information. She suggested that perhaps being able to anonymously write 
responses might help audience members feeling less pressured to respond.  
 
We discussed the support worker‟s experience and agreed that the audience would be 
asked to write their comments. Following this, anyone who wished would be invited to 
share and speak publicly after the performance, when the performers would come from 
behind the stage to sit with the audience. The written comments were to be reviewed at 
the post-performance debriefing session. Some members of the audience volunteered to 
speak in the public discussion after the performance, although with similar hesitation. 
The audience was briefed on the Definitional Ceremony in the program notes as follows: 
 
The rationale for using a Definitional Ceremony in this study was that the kind of 
audience found in family and friends might not be so readily found for many 
attendees of psychosocial rehabilitation programs. This was a compelling reason 
for gathering supportive people to play the life-audience roles of witnessing and 
helping define the moment for the performers. The questions lead a process for 
the audience to express how they received the story and for the performers to hear 
this. (Pantomime Program Notes) 
 
The description I gave to the audience directly at the performance was that the 
Definitional Ceremony was as a way of letting the audience become part of the 
experience. It was importantly, not about making „applause‟ comments, or generalised 
comments, but designed to relieve the performers from their telling of the story, letting 
the audience members express their connection to the performance, which creates 
meaningful connections for the performers beyond their group, broadening their sense of 
connection to life. Letting the performers appreciate this overlapping of experience has 
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the potential to be affirming, that what they have done has touched someone else‟s life. In 
this study, the audience was invited to fill in the page for it to be included in the data.  
 
The following questions were then asked of the audience members, with the invitation to 
contribute to the Definitional Ceremony discussion immediately after the performance if 
they wished to speak. 
 
1. Within the performance and the story itself, what caught your attention or   
interest? 
2. What connection does this make to your life? 
3. What kind of affect did seeing this story have on you? 
 
If you are willing to share this publicly, there will be an opportunity for 3-4 
people to speak to the performers with the audience still present immediately after 
the performance. 
 
The aim of the Definitional Ceremony was to initiate a therapeutic relationship between 
the group members and the audience, some of which are significantly present and active 
in the performer‟s daily lives. Through telling a collective story, they had kept some 
privacy, relieving the anxiety of telling their story directly, while remaining immediately 
involved in telling the story. The Definitional Ceremony enabled the performers to 
observe the impact their art and performance had on others and to consider 
intersubjective responses beyond those previous acknowledged within the group. These 
outcomes contributed to a broadening of their sense of connection to other people and the 
reflexive reconstruction of their subjectivity, for example, seeing someone else attempt 
something new reinforced their own courage to do so and strengthened beliefs in the 
possibility of success. The group members appreciated new knowledge of themselves and 
intersubjective acknowledgment of their experience with which to reconstruct their 
subjectivity: how they saw themselves in the context of the pantomime project group, the 
community of the day-program, carers, family and friends, with subject positions that 
now incorporated being creative, expressive, active and able to create change to move 
forward within their lives. 
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6.9 Post Performance Discussion 
A session following the performance was set aside for discussing the performance 
experience and the Definitional Ceremony comments of the audience. The discussion was 
video recorded. The questions that were asked of the group during that session were: 
1. What did you enjoy in the process? 
2. What did you feel you achieved in the process? 
The Definitional Ceremony comments were also discussed; the group members were able 
to identify which comments from the audience resonated with them and elaborate on this 
connection if they wished. This final group session would complete the rite of passage 
process (see Section 3.3.3), the re-incorporation phase, through accepting the 
intersubjective acknowledgements of their artistic and narrative contributions within the 
pantomime. 
6.10 Ethical Considerations for the Protection of the Participants 
Ethical clearances for Level 2 risk were received from RMIT University (see Appendix 
A), and the Department of Human Services, Victoria (see Appendix B). Research 
classified risk Level 2 refers to projects within which participants are considered not to be 
exposed to physical, psychological and social risk above the everyday norm, but which 
may contain an element of slight risk to them. This study involves elements of 
participation listed within the RMIT ethics guidelines for Level 2 risk classification, 
“research within which participants are photographed or audio-taped” and “any other 
research involving human participants which is not classified as risk Level 1 or 3”. 
(RMIT Human Research Ethics, 2010)  
Ethical considerations for the study included protection of privacy, confidentiality, 
respectful video and photographic documentation, freedom of choice and voluntary 
participation, freedom to withdraw from the study and emotional care for the individual. 
All contributions were made voluntarily, and coercion was carefully avoided by 
informing group members that there was no obligation to do, or say anything, other than 
what they wanted to, for their own creative or expressive purposes.  
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6.10.1 Privacy and confidentiality  
To ensure the protection of privacy of the group members, pseudonyms were used for the 
group and audience members. No records of the group members‟ names were kept with 
the video or in any written documents of the study with the exception of the consent 
forms. These were kept locked in the candidate‟s office for the duration of the PhD 
candidature, to be shredded once the examination process has been completed. To further 
protect the privacy of the study‟s participants, an audio-only version of the project will be 
available with the online publication of the study. 
6.10.2 Respectful video documentation 
Support workers of the Day Program recorded the performances on video, which were 
put onto DVD. Copyright of the DVD belongs to the Day Program, so that the ownership 
was of the group of artists. The group members were consulted for their consent formally 
in writing before the filming. Verbal consent was received by each individual at the time 
of filming and again for the permanent inclusion of the images once group members had 
viewed the video recording. The group members wanted appropriate recognition of who 
had written songs and contributed to the performance of the pantomime on the DVD 
copies that they were to keep. In order to protect their privacy, in line with ethics 
guidelines of RMIT University, their names have been omitted from the copy enclosed 
with this study.  
 
6.10.3 Emotional care and freedom of choice for participation and withdrawal  
To protect the participants from any risk of emotional or psychological harm, their 
participation was on a voluntary basis and they were aware that they could withdraw 
from the project at any time. To further ensure the group members‟ well-being, each 
participant‟s support worker followed their involvement in the project. The therapeutic 
needs of the group members were ensured throughout the study. The therapeutic aims and 
practice within the group ensured that all decisions within the construction of the 
pantomime and the inquiry that surrounded it were made in agreement with individuals 
involved. Follow up discussions were available for group members once the project was 
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completed. Art and music sessions were available within the day-program for them to 
attend as they wished. 
 
6.11 Outsider Witnesses to the Definitional Ceremony 
A phase of interviewing particular audience members ensued after the performances to 
reflect on the process as a whole, and to gain insight into how the project may have 
served to promote community dialogue. The four individuals for this process were 
selected by me for their various knowledge and experience with mental health, creative 
arts therapy, theatre or their interest in community experiences. In Narrative Therapy 
terms these people play „outsider witness‟ roles (White, 1997) to the whole process 
including the performance and audience interaction. Their briefing delivered with the 
questions independently through email is as follows: 
 
I am seeking your witness perspective of the performance and discussion that 
followed it, in order to gain insight into the effectiveness of creating community 
dialogue in this way. The aim of the project was to communicate a story of 
experiences with psychiatric disability. The purpose of this was for the therapeutic 
benefits of personal expression and being acknowledged in performance for the 
participants, and for the benefit of community education: to increase awareness of 
what experiences of mental illness may be like. The audience members were 
asked to reflect on some questions to prompt a genuine connection between the 
performers / storytellers and the audience.  
The original questions are available for you to respond to again, if you wish:   
 
1. What caught your attention, or stood out for you?  
2. What connection does this make in your life? 
3. How does seeing this performance affect your life or your understanding of this 
connection for you? 
 
The questions I would like you to also reflect on will be: 
4. What message about mental health experiences did this performance relay to 
you? 
5. How did seeing this pantomime story affect your understanding of mental 
health? 
6. From your consideration of the above questions, what kind of education 
experience do you think this enabled?  
7. What effect did using pantomime form of presentation make?  
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Comments compiled from these questions contributed to the spectrum of data that 
informed my interpretations of the process and experiences of the group and their 
community.  
 
6.12 Summary of Discussion and Summation of data  
This chapter describes the creative process of engaging the day-program attendees as 
group members for the project. Sections of this chapter outline the various aspects to the 
construction and process of the project. These aspects included the setting, the group 
members who were involved as creators and performers of the pantomime and the 
discourses that informed the study and project construction.  Considerations I made 
taking multiple positions of researcher, therapist, musical director and collaborator is also 
discussed, the creative stages and progression of the sessions, the performance 
preparations, the performance events and the Definitional Ceremony that engaged the 
audience in dialogue about the pantomime are outlined. Ethical considerations of artistic 
ownership, video documentation and research protocol followed throughout the study are 
explained, along with the process of gathering outsider witness comments for reflexive 
analysis.  
 
A summation of the data spectrum is included in Table 6.12 on the following page. The 
table includes descriptions of each stage of the project regarding the evidence that was 
generated, what was happening in the process of each stage, the questions used and who 
they were explored with, research comments that were articulated by me in reflection of 
the process and the particular findings explored in the remaining chapters of this study; 
the latter placed here in the table to allow a comprehensive summation of the process and 
related discussion points.  
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Table 6.12: The Data Spectrum 
 
Stage 
 
Evidence Process  Questions  Research Comments Findings/Discussion Topics 
1) Forming the group Preliminary 
discussion notes 
Collaborating ideas 
and aspirations 
To group members:  
What drew you to the 
Project?  
What memories do you 
have of theatre?  
What would you like to 
contribute?  
What ideas or 
imaginative stories come 
to mind? 
These comments show how 
individual group members came 
to the project and its perceived 
potential. 
  
Creative starting points: 
Group members‟ 
contributions to the various 
aspects of writing, making art 
and puppets, singing  
2a) The creative stage Song collection Gathering songs that 
group members 
chose because they 
„speak‟ for them 
To group members: 
What songs would you 
like to use, for fun and 
for expressing your 
experience? 
Singing was central to the group 
work. The song choices directly 
represent and express the 
experiences of the group 
members that they wish to share 
in the group, and are included in 
descriptions of this process.  
Discursive practice of 
creating the pantomime; 
Songs as expressions of 
personal meaning for the 
group members. 
2 b) The creative stage Original songs  
 
 
 
 
Puppets, set and 
Script 
The original songs 
inspired the story 
and character 
development 
 
The group work, 
role-plays and 
discussions that 
evolved to form the 
script  
To group members: 
Who are these 
characters? 
Where are they? 
What are they doing?  
What is happening/ has 
happened in their 
lives? 
What do they want to 
tell each other? 
Where do we want 
their story to go? 
The original songs are essential 
to the story telling in the 
pantomime and are included in 
this section. 
 
The script is included in 
appendix iii, to accompany the 
viewing of the DVD if required. 
  
Symbols and metaphor, 
Collective story-writing, 
Myth, Legend or Fairytale, 
Music and „Musicking‟, 
„Musical Transport‟ and Art 
as Meditation 
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Stage 
 
Evidence Process  Questions  Research Comments Findings/ Discussion Topics 
2 c) The creative stage Journal notes of 
the process 
Observing the group 
members and the 
development of the 
individual roles. 
Reflective questions: 
What does it take to 
work together? 
What does it take to 
make a performance? 
How are the individual 
and group processes 
being managed? 
 
These notes are included in the 
appendix, as they inform my 
reflexive process. 
The group members engaging 
in the group process and 
creative process. 
3a) The pantomime 
performance 
 
 
 
DVD Recording 
 
 
 
 
Performances 
 
 
 
 
Reflective questions: 
What themes emerge 
within the collective 
story? 
The DVD is the key source of 
data that tells the ethnographic 
story, and demonstrates the 
group members‟ involvements; 
all other data sources are related 
to this. 
 
Performing the Pantomime  
3 b) The pantomime 
performance 
Audience 
Comments 
Definitional 
Ceremony 
To audience:  
What stood out for the 
audience members?  
What connection did it 
make to their lives? 
What impact did 
seeing this 
performance of story 
have on their lives? 
 
The audience comments are 
essential to the Definitional 
Ceremony and are presented in 
full to represent the audience 
response to the pantomime. 
Definitional Ceremony: 
Making Community 
Connections;  
Theatre and Therapy; 
Definitional Ceremony: 
Making Community 
Connections. 
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Stage  Evidence Process  Questions  Research Comments Findings/ Discussion Topics 
 
4a) Reflections on the 
Process: The Group 
Member‟s Reflections  
Debriefing 
discussions 
 
Table of Audience 
Comments chosen 
by the group 
members 
 
Performers reflecting 
on giving voice to 
their experience 
To group members: 
What do you feel you 
enjoyed?  
What do you feel you 
achieved? 
These comments give the 
context to the rest of the 
reflections; the group member‟s 
experience is the priority. 
Reflecting on the Process: 
The Group Member‟s 
Reflections of the Process; 
Applying Narrative Therapy 
Techniques; 
Changes in subjectivity for 
the group members as they 
found new ways to see 
themselves; 
 
4 b) Reflections on the 
Process:  
Outsider witness 
perspective 
 Outsider witness 
comments 
Outsider perspective 
of the dialogue 
process. 
To outsider witnesses:  
What message about 
mental health experiences 
did this performance 
relay to you? 
 How did seeing this 
pantomime story affect 
your understanding of 
mental health? 
What kind of educational 
experience do you think 
this questioning process 
facilitates?  
What effect did using this 
form of presentation: 
[pantomime performance 
about mental health 
issues] have for you?  
 
These comments inform the 
study after the group process 
had finished.  
Outsider Witness 
Perspectives of the 
Performance and Definitional 
Ceremony. 
Perceived benefits of using 
the Definitional Ceremony. 
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You are now invited to listen to the audio-only version of the pantomime performance, 
which can be accessed through the link to the mp3 file attached with this document. The 
next chapter commences the reflexive analysis of the study; the group members‟ 
experiences becoming collaborative artists. 
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Chapter 7  
The Group Members Become Collaborative Artists 
 
In this chapter I discuss the group members‟ positions as collaborative artists of the 
pantomime and their creative contributions to its construction. This work elucidates the 
constitutive power of the marginal discourses of collaboration, artistic exploration and 
practicing relapse prevention (see Section 3.2). Four formative and creative stages of the 
project are presented in separate sections of this chapter, beginning with finding a starting 
point for us to create the pantomime, followed by collaborative processes of writing 
original songs, selecting pre-written songs and co-writing the pantomime story. 
 
7.1 Finding a Starting Point, Adopting New Practices 
I began the group‟s process by asking the members some questions to initiate 
conversations about how they related to theatre, pantomimes, puppets and storytelling. I 
hoped that this activity might help them think about the project as something that they 
could create together. My aim was to enable them to be expressive and collaborative in 
the co-construction of the pantomime and help them fulfil their desires and allow them to 
their various talents as artists. I described the proposed outline of the project as a process 
to create a performance that would use puppets and include songs that could be written, 
chosen and sung by members of the group.  
 
To begin the creative process I asked the following questions in an open discussion (see 
Table 7.1). Each question sought to gain an insight into a specific aspect of the group 
members. The first question, “What drew you to the project?”, was aimed at helping 
members „see‟ what each other liked about the project; the second question, “What 
memories do you have of theatre?”, sought to enable them to gain insight into how the 
others understood theatre from hearing the memories they recalled; the third question, 
“What would you like to contribute?”, was aimed at elucidating the creativity that 
inspired each member as well as the hopes they held for making a work of pantomime 
theatre together; and, the fourth question, “What ideas or imaginative stories come to 
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mind?”, was aimed at „brainstorming‟ imaginative ideas that would begin the 
collaborative co-creation of the pantomime.  
 
Members‟ responses varied. Elements which drew them to the project included the 
enjoyment of drama, the possibility and pleasure of immersion in self-expression and 
pleasure in having their music played. Some group members chose not to contribute to 
the discussion. Responses of six group members are presented in the following table. 
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Table 7.1: Exploring the Background to the Co-creation of the Pantomime  
Question Tanya: Nomad’s 
puppeteer 
Jo: Nomad’s speaker Jeff: Songwriter Marcia: Puppet maker 1 Frank: Storyboard 
artist 
Erica: Puppet maker 2 
What drew 
you to the 
project? 
I enjoy drama I‟d like to express 
myself fully, throw 
myself into a role and 
feel complete, become 
that 
I‟d like my songs 
to be played [sung] 
in the Pantomime 
I like to dress-up  I‟d like to see how 
the characters are 
animated 
(no comment) 
What 
memories 
do you 
have of 
theatre? 
Max Gillies used 
to tell stories of 
himself to 
children, and 
then they came 
to him to hear 
them. I‟d like to 
be like him 
(no comment) (no comment) I remember going to the 
theatre as a 5-6 year old, 
only once. I had no lunch, 
but my teacher asked 
another girl to share hers 
with me. We were all 
standing, the audience was 
very noisy, and so I couldn‟t 
follow it much. The Puppets 
were funny, fighting. 
I saw Peter Pan 
when I was 12 
years old. It was a 
pantomime, but 
didn‟t really know 
what that was 
(no comment) 
What 
would you 
like to 
contribute? 
I‟d like to sing 
and act 
To differentiate me 
from all others, by 
playing a role to see 
what‟s similar & 
different, maybe I might 
get a sense of „I‟m OK, 
You‟re OK‟; it‟s a 
journey of self-
discovery and what I 
am in all that 
My Music I would like to make puppet 
costumes for this play; I 
think 2-3 puppets would be 
OK. 
I‟d like to do a 
storyboard to 
document the 
story, and see how 
the characters 
develop 
I‟d like to make the 
figures. Because I‟m 
blind, I can‟t see what 
things look like on TV, 
but this way I would 
know what they are like 
because I have helped 
make them 
What ideas 
or 
imaginative 
stories 
come to 
mind? 
I imagine a big 
set… like we are 
miniature. I‟d 
like to do 
movement with 
the puppets like 
in the Lion King 
The Mad Hatter of Alice 
in Wonderland, 
Phantom of the Opera, 
Luke Skywalker of Star 
Wars, the Hunchback of 
Notre-Dame come to 
mind 
I‟m reminded of 
the Odd-Couple, 
John Howard and 
George Bush 
would be good to 
do, Peace songs!  
 
(no comment) I think of Bernard 
Shaw, My Fair 
Lady 
(no comment) 
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The next stage in the collaboration was for us to work with the knowledge gained 
from these responses and to identify ideas they would like to incorporate into the 
pantomime. Of particular note was the sense of „playfulness‟ that they gained 
from drawing on their childhood memories: they experienced a sense joyful 
reminiscing. This discussion was the first step in group members having a sense 
of what they were contributing to the process, and of the positions they might like 
to take in the creation and performance of the pantomime. It was an opportunity 
that enabled the group members to become writers, storytellers, songwriters, 
musicians, singers, or artists creating the visual imagery that would help relay the 
pantomime story to the audience.  
 
Through engaging collaboratively in the creation of the pantomime, awareness of 
the group members‟ self-respect, respect for others, and perception of him/herself 
as a respected person was nurtured. Music and drama therapy exercises used in 
the sessions provided ways of capturing their creative ideas. These exercises 
included improvisation, role-play, mime games, exploring metaphors and 
imagery, cartoon drawing, puppet making, story-writing, story-board construction 
and story telling. Techniques of visual imagery and dramatic projection, empathy, 
distancing and personification were utilized with the puppets.  
 
The creative process facilitated the members‟ use of media that were new to them; 
for example, the puppet maker who was clinically blind, commented: “I‟d like to 
make the figures. Because I‟m blind, I can‟t see what things look like on TV, but 
this way I would know what they are like because I have helped make them” 
(Erica). 
 
In the following section I discuss the songs that were written by one group 
member and others the group chose to work into the pantomime storyline. 
 
7.2 The Original Songs 
Songs constituted part of the storytelling process and provided opportunities for 
chorus singing in the performance. The two original songs in the pantomime, 
Lonely Nomad and Take Some Time (see Appendix E, and CD found in the back 
cover of this document), were written by the songwriter. The original songs 
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provided the initial emotional connection to the main character of the story, 
Nomad, for the group members. This connection was explored further in the role-
play dialogue between the characters, Nomad and Jude. Their friendship was 
explored and witnessed through drama role-plays by the group members.  
 
7.2.1     Co-writing the songs 
The song writing process enabled expression, katharsis (see Section 2.7), distance 
and compassion to develop for the songwriter: towards himself and his 
housemate. The lyrics of Lonely Nomad depicted the stubbornness of psychotic 
thoughts: “‟Cos he thinks he‟s right, you can‟t change his mind” (Verse 1, 
Appendix E); and of hearing but not understanding what others are saying, “‟Cos 
he just can‟t hear, he gave away his ears” (Verse 1, Appendix E). These lyrics 
were written by the songwriter with his housemate in mind. The song provided 
emotional context of the characters‟ personalities and conversation that was to 
emerge. I inquired about the personal nature of the lyrics in order to understand 
how the songwriter related to them; I was told that the first verse and chorus were 
about his housemate and the second verse was about him, the songwriter. The 
chorus describes himself and how he feels in the world, “He‟s a lonely angry man 
in the street, never talks to anyone he meets” (Chorus, Appendix E). The song‟s 
lyrics described the experience of psychosis and explain, to some extent, the 
antisocial behaviour of the character.  
 
Jeff, the songwriter, requested that his and my co-writing of the original songs be 
done separately – not with the group. He brought lyrics and a melody to our 
session. While co-writing Lonely Nomad, I sat at the keyboard and played the 
melody back until it matched the songwriter‟s intensions, then the lyrics and 
music were combined to form the first half of the chorus section. He wanted „his‟ 
song to sound like the song Well Respected Man by The Kinks, so I used the 
rhythm section on the keyboard to select samples until it suited his intended 
sound. The refrain at the end of the chorus was a synthesis of the songwriter‟s 
reflection of the song, “He has to find the strength to keep moving on.”  
 
The construction of the verses was literally a matter of me writing the lyrics as 
they were expressed by the songwriter. In the process of making the first draft it 
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was evident that the lyrics were already poetic, rhythmical and sequential: he 
knew exactly what he wanted to say and how he wanted to express it. He wanted 
to emulate The Beatles, and as the song already had a sound of that era, the 
musical structure was to be a basic „rock‟ chord sequence with a „rock‟ beat. The 
second verse moved to another voice, or perspective.  
 
While the first verse described how difficult the character is to be with, the second 
verse empathised and expressed how frightening a psychiatric breakdown can be: 
confusing, not knowing who to trust, listening but not hearing: “They say he‟ll be 
alright, but he‟s so scared inside, He feels really confused about what‟s going on” 
(Verse 2, Appendix E). An acceptance takes place, with honesty that could sound 
like rudeness if there was any hint of condescendence. When the song was 
complete, it seemed compelling to me, it was such honest expression that 
demonstrated how humility and strength can be combined within the same 
musical phrase. 
 
The second original song Take Some Time (Appendix F) highlighted the searching 
and perseverance of the songwriter: “I‟ll search near and far”. Strength and 
resolve found in acceptance and loyalty are relayed in the lyrics: “Then you find 
someone who accepts you for who you are… just loves you and will stick by 
you”. Jeff‟s belief in finding love concludes the song with the statement: “Maybe 
we can find that our love was meant to be”. The diversity of personal expression 
and exploration throughout these two original songs demonstrated a change in his 
subjectivity, from having a sense of isolation and detachment from others to 
holding considerations of perhaps having a caring relationship. Both of these 
original songs became central to the storyline of the pantomime, signposting the 
potential for change for the characters. 
 
7.2.2    Singing the original songs 
I wanted to hand over the „singing‟ of the song to Jeff, but he was not interested. 
For a while I contemplated that he should sing it at some stage, as a development 
or completion of expression, but he indicated that while he liked hearing it he 
preferred the position of being a songwriter, not a singer. I respected his wish and 
left the invitation open. However, by the time of the pantomime performance he 
  97 
had changed his mind: he did want to sing the song with the other performers, 
from the „safety‟ of being out of sight, side-stage. 
 
7.3 The Collection of Pre-written Songs 
Introducing the original songs encouraged the other group members to reflect on 
songs that expressed aspects of their experiences of living with psychiatric 
illnesses. The song selection and collection stage was instrumental in maintaining 
the group members‟ emotional and imaginative connections with the pantomime 
characters. When the song collection was complete, we looked at how all of the 
songs might relate to each other sequentially, discussing how the members related 
to the lyrics of the songs, what moods the songs created and what central themes 
emerged for the two characters, Nomad and Jude, that could be woven into a 
conversation between them (all tracks are included on the CD).  
 
Nowhere Man and A Little Help from my Friends, both Beatles‟ songs, were 
included because they expressed feelings of being disconnected from society and 
of benefiting from having a social network. These were included also with the 
intention of creating a chorus of singing together. Two solos, Night Music from 
the Phantom of the Opera musical by Rice and Webber, Out Here On My Own 
from Fame by Irene Cara were chosen by the soloists who sang them (see DVD). 
They felt personal connections with these songs and drew strength from singing 
them. Their structure was dramatic, being from musical scores of film or theatre, 
lending themselves to being sung with volume and passion. Singing them was 
„cathartic‟, meaning, immediately releasing, for the soloists as their singing was 
imbued with their emotions, but also kathartic as they empathised with and could 
understand the positions of the characters within the original songs. The songs 
were kathartic also for the audience members in their empathy for the pantomime 
characters. Some audience members were aware that the songs expressed aspects 
of the performers‟ self image, so, in some instances, there was potential for them 
to feel empathy for the singers.  
 
Another song, Songbird by Oasis, was re-worded to be about the character Violet 
in the pantomime story. Two songs, When you wish upon a star from Pinocchio, 
and True Colours by Cyndi Lauper, served as the introduction and finale of the 
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pantomime, respectively, chosen by the group for their sentiments of hope, 
equality and courage to recognise and accept their agency.  Up to this point in the 
development of the pantomime, the group members‟ creative involved exploring 
ideas and feelings directly through musical and lyrical expression. Empathy, 
intersubjectivity and katharsis were enabled through the members working 
together to develop the storyline and script from the songs. Doing so contributed 
to changes in their subjectivity. In the next section I discuss the subsequent 
development of the pantomime story which entailed the integration of the original 
and selected pre-written songs with the themes identified by the group members. 
 
7.4 Co-writing the Pantomime Story 
Within the collaborative creation of the pantomime, the group members 
developed a script for the central conversation between the two characters (See 
Appendix G). In the process of creating the script, through role-playing and 
puppet work, some symbols and metaphors emerged that helped to explore and 
relay aspects of the feelings of being limited or not being able to realise your 
potential (the caterpillar/butterfly) and of dread (the spider). Members were in 
agreement about co-creating a story with a positive outcome. They concurred that 
creating an heroic story of overcoming passivity and self-consciousness was 
fitting. The following subsections discuss ideas that I considered integral to the 
poignancy of the pantomime for the group members and audiences. 
 
The developments of Nomad‟s and Jude‟s profiles and the conversation between 
them emerged through the group‟s dramatic role-plays, the more visible the 
characters became, the more conversation emerged; in turn, the characters became 
visible through the conversations. Various dimensions of life were explored. 
Nomad, for example, wished to meet someone special, a desire expressed by 
some of the group members. The characters were created as two housemates, a 
situation that all of the group members could relate to, having lived, or were 
living in such a situation. The time and place for the characters‟ meeting, in the 
evening in the home they shared, created a context of winding down and 
reflecting on the day, with the act of having a cup of coffee together (see DVD). 
We chose a TV programme that everyone in the group knew and liked: 
“Temptation” – a trivia-based quiz show with a focus on cash prizes, which gave 
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rise to conversation about money and the group member‟s perceptions and 
discourses of intelligence. There was a sense of mutual encouragement through 
acknowledging various forms of achievement.  
 
The members relayed understandings and empathy for the characters, Nomad and 
Jude; in particular, the feelings and confidence the characters were developing in 
self-expression. They commented that the use of puppets made it easier to tell the 
story. Their comments, noted below, demonstrate the impact on them of the 
drama techniques of distancing and personifying aspects of their lives (Jones, 
1996) with the puppets. The comments were recorded within conversations 
conducted to evaluate the process:  
The two characters Nomad and Jude are hanging out together. They make up 
songs about their lives as they experience them. They can express themselves 
better through the songs because they feel inhibited with their [spoken] words. 
(Jeff)  
 
They [the characters] like gestures to say what they feel, like giving a flower. 
Their confidence comes through the singing and gestures. (Tanya) 
 
Using puppets allows me to feel comfortable; the performance isn‟t focused too 
much on me. (Jo) 
 
Using artistic modes of expression enabled distance from the topics of concern, 
namely the experiences of living with psychiatric illness, which relieved some of 
the pressures of self-consciousness. A similar impact is reported by Dunne 
(2006): “The ability of a person to take on the role of „I am me and not me‟ 
simultaneously functions as a drama of engagement as well as separation” (p. 14). 
I had discussed with the group the importance of keeping the storyline simple to 
allow enough room for the appreciation of the complexities of expression being 
made through the musical choices and for subtleties of expression in their 
performances to develop.  
 
7.5 Summary 
In this chapter I discussed how the group members adopted discursive practices of 
collaboration and artistic exploration through songwriting, selecting songs to 
shape the character development and co-writing the story of the pantomime. The 
work focused on their artistic explorations and expressions of their experiences of 
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psychiatric illness and their collaborative creation of the pantomime story. Modes 
of artistic expression allowed the group members to explore issues with the 
benefits of distance and externalisation. The developments of the fictional profiles 
and conversations of the characters were mutually supportive and produced an 
heroic narrative of overcoming challenges and having courage to have agency. 
Marginal discourses of agency, engaging in self-generated change, collaboration 
and relapse prevention were concurrent through the stages of the pantomime 
project. The practices of relapse prevention being depicted in the pantomime were 
echoed in the group members‟ engagement in the creative process, in particular 
exercising choice and collaborating within the group.  
 
The discussion in this chapter of the group members‟ artistic and story-making 
involvement foregrounds the exploration of the project‟s potential for 
transforming subjectivity. The next chapter proceeds with a discussion of how the 
process of creating the pantomime facilitated the transformations of 
understanding and subjectivity for the group members. This discussion further 
explores how the group work enabled practicing relapse prevention and the 
potential for transforming understandings that emerged within the study. 
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Chapter 8  
The Production of Changes in the Group Members’ Subjectivity  
This chapter begins the exploration of the potential of the combined arts-based, 
narrative approach for transforming understandings of self and mental health. It 
looks at the changes in group members‟ understandings of themselves „following 
their involvement‟ in the pantomime project. The explorations of subjectivity that 
occurred through the songs and writing of the pantomime is the focus of this 
chapter. I examine how the creative process enabled the group members to 
explore their sense of self and emotions through the development and inclusion of 
their original songs and fictional story. This discussion is presented in three 
sections; first, techniques employed which facilitated changes in perception, 
second, changes in perception as the pre-cursor to changes in understanding and 
third, changes in the group members‟ subjectivity. 
 
Following on from discussing in the previous chapter, the discursive activities of 
musical collaboration and co-creating characters enabled the construction of a 
story exploring metaphorical transformation and personal change. The discourses 
of „intervention‟, „meaningful participation‟, „social worth‟ and „self-worth‟, 
discussed with regard to other community projects (see Chapter 5) are echoed in 
this work. 
 
8.1 Techniques Employed which Facilitated Changes in Perception of Self 
The use of metaphor and the creation of an heroic drama emulated aspects of 
exploring narratives and creative possibilities through drama and storytelling. 
After telling and performing the co-created story of the characters‟ metaphorical 
transformations, the group members discussed their responses to the story and the 
changes they identified in their self-perception. The discussion includes members‟ 
comments on some of the techniques employed in the co-creation of the 
pantomime then explicates the effects of the creative process on some members. 
These effects are, namely, changes in how they saw themselves and in their 
confidence to try new things and become sociable.  
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Narrative therapy techniques of externalisation, seeking unique outcomes and 
reauthoring (White, 1989, 1995) were employed to explore different ways of 
seeing a storyline and to identify and construct preferred storylines for the 
characters. In addition, the use of narrative therapy techniques for the characters‟ 
stories raised group members‟ awareness of a range of choices and possibilities on 
their departure from the group. 
 
The technique of creating distance through externalization enabled the 
development of the central conversation between the characters (see Appendix 
G). This technique enabled personal feelings about psychiatric illness to emerge 
and be explored in a manner which avoided confrontational dialogue about an 
individual‟s personal experience directly. As Payne (2006) states, the process of 
holding the psychodynamic and psycho-emotional material away from „the 
personal‟ is instrumental in exploring issues therapeutically. A sense of 
confidence and compassion for self and others living with psychiatric illness 
resulted from this process of externalization and distancing. Ingram noted the 
importance of self-confidence in her study of developing and sharing wisdoms of 
therapy: “Shame inhibits change and growth inviting problem exacerbation, 
whereas pride generates a sense of agency and a sense of belief in self-
determination that invites solutions, change and achievements” (Ingram & 
Perlesz, 2004, p. 54). I found that the narrative therapy techniques assisted group 
members‟ ability to recognize themselves as individual as well as offering them 
opportunities to see themselves, in new ways, within a social context.  
 
The pantomime story explored dimensions of the group members‟ life-stories 
from a fictional perspective but, none-the-less, built upon the individual‟s existing 
coping strategies. The story explored and explicated new possibilities of writing 
and singing songs for the characters in parallel with the members‟ collaboration in 
the writing and singing of the songs. Levels of confidence in their ability to 
contribute increased steadily. In conversations, similar to „unpacking identity 
conclusions‟ (White, 2001), Nomad‟s speaker commented: “I have feared love, 
that‟s why I can‟t experience it. My trust is too damaged.” It took courage for this 
group member to explore the themes and contribute to the group process. Given 
his pre-existing fears and mistrust, being open to others entailed the risk of not 
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being accepted within the group. Nomad‟s speaker experienced a “repairing of 
trust” through the process of taking this risk, as expressed in his creative writing 
after the performance (see poem in Section 8.3.2).  
 
8.1.1 Using techniques of externalization and creating metaphor  
The techniques of externalization (White, 1989) and creating metaphor (see 
Section 3.2.4) were used within the group-work. A foreboding spider became a 
metaphor for negative thoughts and feelings of dread (see Figure 2). This 
metaphor was an imaginative depiction that the group members agreed on in the 
creative process. As we worked with the externalized narrative of Nomad, 
metaphor provided a further dimension of externalization. The group members 
could explore their character‟s negotiation with the metaphoric villain that evoked 
fear and anxiety. The notion of creating space between oneself and the fear and 
feelings of doom the spider depicted was a technique that could externalize the 
group members‟ fears and lessen the immediate impact of them. Once the 
technique has made the space, there is possibility for alternatives to the 
dominating state of fear and potential for re-authoring one‟s relationship with the 
externalized state. The group agreed to the challenge that arose for us: to 
externalize our individual fears, at least for the duration of the project.  
 
Figure 2: The spider symbolizes the negative thoughts  
The caterpillar form of Jude was instrumental in exploring issues of frustration, of 
being stuck in limiting perceptions and understandings of self. Jude could not 
  104 
imagine how s/he could make any changes for him/herself. There was a fleeting 
thought of becoming a butterfly every now and then, but it passed, and to Jude, 
did not seem possible (See Figure 3). The notion of not knowing what will 
eventuate in life was something the group discussed and explored together. The 
life-cycle of the butterfly symbolized the potential for positive changes in life, 
however unbelievable or seemingly unlikely they might appear at the time. 
 
Figure 3: Jude has a fleeting thought of becoming a butterfly 
The life-cycle of the butterfly also involves a period within the chrysalis or 
cocoon. This stage is restful. The caterpillar is protected within the chrysalis and 
emerges a new version of itself (see figures 4 & 5). 
 
Figure 4: The chrysalis 
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Figure 5: Jude’s transformation  
 
Nomad saw his potential for change when he realised that Jude had managed to 
transform: through empathising with Jude‟s transformation, he began to imagine 
that he may also be able to „find love‟ in different ways within his life (see Figure 
6).  
 
 
Figure 6: Nomad’s negative thoughts are diminished; he imagines positive 
interactions with Violet 
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The character of Violet personified „love‟ an enabled discussion of aspects of love 
for the group. The fact that Nomad met Violet in the everyday setting of a coffee 
shop, where a chance meeting could happen, was important to the potential and 
possibility of finding new relationships in the „real‟ world. Violet‟s character 
remained a source of inspiration and hope throughout role-playing and the 
development of the story. Exploring Violet‟s place in the story revealed different 
qualities and experiences of love among the group members. The potential for 
Nomad and Jude to find love in terms of self-acceptance was implied through a 
uniformity of colour in the puppets‟ clothing: Nomad‟s shirt and Jude‟s wings 
once he/she transforms into a butterfly were both shades of the colour violet. The 
pantomime story ended here, with the possibilities implied but not articulated for 
Nomad. Leaving the story open-ended allowed room for the group members to 
reflect on and explore possibilities for their own lives, individually. Changes in 
the group members‟ subjectivity became evident through being able to imagine 
and explore new ways of seeing themselves and new possibilities for their lives. 
 
8.1.2 Reflecting on the co-creation of the heroes of the story 
Metaphor and the technique of re-authoring (White & Epston, 1990), as discussed 
in Section 2.10, were employed in the creation of a heroic story within the 
pantomime. Looking back at the development of the heroic story within the 
pantomime, I considered how cultural myths, legends and fairytales have been 
constructed as social tools for education and historical reference and moral 
guidance. On the topic of fairy tales, myths and legends, Franz (1980) points to 
some differences in the character „motifs‟ within them: “When [a fairytale is] read 
naively, and with feeling, you will always start with the idea that the person in the 
centre of the story is a human being and will identify with it, and participate in all 
the suffering” (p. 9). She goes on to say that heroes in fairytales are less human 
than in myths or legends; they do not have an inner life and are rather more 
cliché, with singular characteristics such as cleverness and loyalty.  
 
Heroes in myths or legends, however, can behave like humans, be happy, sad, 
afraid, and have complex inner lives. They may have challenges to overcome 
which result in changes in attitude. Hence, constructing a myth or legend is 
similar to the construction of the pantomime which focused on human qualities 
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and the potential for overcoming challenges. Also, the hero of a myth or legend 
would have capacity to make attitudinal changes. This was an important aspect of 
the construction, to enable the group members to respond to the development of 
the story from their understandings of the characters.  
 
Creating personal myths and legends from personal stories may be a positive 
action, with the concomitant creation of new understandings of the self. For Boal 
(1995), improvisation is real if it is “lived”. If new ways of seeing oneself can be 
imagined, improvised and felt real, the individual is closer to achieving a change 
towards adopting a personally preferred way of seeing themselves and of being 
involved in the world. The pantomime was „real‟ in the sense of being a lived 
improvisation, and „real‟ in terms of providing genuine connections with the 
group members‟ lives, even if the characters‟ profiles and their conversations 
were fictional. The collaborative creation of the pantomime story placed it in a 
“time-space” (Boal, 1995, p. 19), within which alternative ways of understanding 
life with psychiatric symptoms, such as negative thoughts, feelings of dread and 
low self-esteem, could be explored and rehearsed. Dramatic exploration and 
rehearsal may be very useful for some people to develop ways of understanding 
and living with psychiatric illness; such processes may provide possible 
alternatives for dealing with the challenges.  
  
A „problem-saturated‟ perspective of a life-story is seen as only one among many 
descriptions of a person‟s life story in the Narradrama approach to therapy: 
Problem-saturated descriptions lose their power as the person takes on 
new or rediscovered roles. This expanding repertoire of parts allows 
people to become known for different roles rather than the typecasting of 
the past. Also, an actor is free to choose which stories she [/he] is to be 
cast in, likewise, people are free to choose the stories and roles they want 
highlighted in their lives. (Dunne, 2006, p. 12)  
 
Throughout the collaborative creation of the pantomime, we deliberately 
externalised negative thoughts emerging for the characters and found unique 
outcomes of writing and singing songs for Nomad and Jude. The group found 
alternatives to staying with the status quo of being antisocial and self-defeating - 
behaviours known by the group to be perpetuated by previous patterns of reacting 
to symptoms of psychiatric illness. Nomad reflects on the possibility that what he 
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seeks may be already present in his life, to be appreciated by taking some time in 
the song “Take Some Time”. Nomad‟s reflection coincides with Jude‟s 
transformation from his/her metaphorical limitations.  
 
8.2 Changes in Perception as the Pre-cursor to Changes in Understanding  
Through making a personal story a fictional ethnographic drama (see Section 
3.2.2 & 3.2.4), an individual can be freed from identity constructs that restrain 
him or her. A fictional hero has the freedom to make choices that may be beyond 
what the writer may have previously considered possible for him or herself. 
Within their individual reflections of the pantomime story, the group members 
discussed personal choices regarding their lives, about taking steps towards 
claiming a re-authored, preferred life story, discussed further in Section 8.3. 
 
Members were able to appreciate the story as their own, with enough distance to 
appreciate new perspectives through the characters‟ dialogue. The outcomes they 
chose for Nomad and Jude were similar to what each person might chose to 
explore for him or herself. Rehearsing preferred storylines increased their 
confidence to make similarly „courageous‟ decisions and actions for themselves 
as the project progressed. They overcame „restrictive‟ discourses and complicit 
anxieties that had kept them from moving on in some aspects of their lives. An 
outsider witness noted: “the possibility of having a rewarding relationship has 
maybe been seen as beyond people with psychiatric illness” (Kerry: Outsider 
witness 4, see Appendix I). Expressing hope and leaving the story with 
possibilities lingering, allowed it to be whatever individual group members 
needed it to be; it was just the beginning for some.  
 
It is stated of Forum theatre that, although the process actively does generate 
solutions to the issues presented, “people leave with things to do, the job is only 
started, there is no doubt about that – but that is as it should be. Being over-
protective can be patronising” (Boal, 1995, p. xxv). In the „winding down‟ of the 
pantomime project, individual members took the opportunity to discuss preferred 
ways of proceeding „within‟ their own life stories. The narrative therapy 
techniques were again useful in structuring their re-authoring of their way 
forward.  
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      8.3 Changes in the Group members’ Subjectivity   
This section discusses changes in the subjectivity of each group member who 
contributed to the discussions after the pantomime performances.  
 
8.3.1  Jeff: The songwriter 
Jeff was satisfied with his contribution and „felt good‟ connecting with others, 
benefiting from their approval and respect. He acknowledged that in view of how 
he felt and how the others responded to his songs, he had indeed written 
noteworthy songs:  
I appreciated the outlet to be creative and enjoy myself at the same time. 
It‟s a hobby to do. Even though I was nervous of how it sounded, and that 
people would judge me, I‟m pleased with the songs I wrote. I want to 
sound like John Lennon‟s voice; songs sound special and unique when he 
sings them. He is my hero. I would like to sound like myself too, maybe 
develop my voice a bit more so that it sounds like it does in my head, 
when I sing out loud. The more you sing, the better it gets, and I try to 
write songs like John Lennon. It feels good to connect to others, its 
important to me that I have their approval and respect. I‟m happy the 
group can relate to the songs and that they touch others. That makes a 
good song if it can do that.  
 
Continuing the discussion with the group members, I asked: “How do you relate 
to the Kink‟s song of „Well Respected Man‟ that inspired the „Lonely Nomad‟ 
song?” Jeff replied that: “Perhaps it‟s a façade, the truth is you have to be 
yourself, I‟d like to feel the well respected man, but as myself.” In his own words, 
the songwriter stated how he wanted to be known in life, “being an uncle, as a 
respectful man, worthy of friendship and reliable… Being on a wavelength with 
people, its got to click.” He gained a lot of satisfaction from expressing his 
feelings and, as his songs developed, his desire to make „hit‟ recordings lessened. 
Jeff‟s subject position of songwriter began to emerge only in the year prior to the 
project. Previously he had felt passionate about the translated Italian song, 
mentioned earlier, and hoped to be successful with his version of it on the pop-
charts one day. However, having his original songs played in a public 
performance functioned as a catalyst for change in his self perception: “I‟m 
excited that the songs are being played in the pantomime. I‟m happy the group 
can relate to the songs and that they touch others, that makes a good song if it can 
do that.” He could see himself as a „songwriter‟ amongst the group members. 
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Sharing his songs with the group and the audience gave him a tangible experience 
of adopting a new subject position that offered him ways of relating and engaging 
with others.  
 
Through out rehearsals, Jeff maintained that he did not want to be visible to the 
audience. He had planned to sing his songs from the wings, however, once we 
were performing, he changed his mind and stepped out into the stage area, to sing 
his song, Take Some Time, directly to the audience. 
 
Figure 7: Jeff becomes visible singing his song to the audience (far right of 
picture)  
Jeff‟s changes were enabled through the expressive creation of writing a songs 
and having the support of other people helping to perform them. Another group 
member, Jo, Nomad‟s speaker, realised subjective change through performance 
relating to the story‟s character. 
 
8.3.2 Jo: Nomad’s speaker 
Jo acknowledged changes in how he understood himself on various levels. He 
reflected on how he related to the story of Nomad and the confidence he had 
gained exploring his talents and the social aspects of the pantomime story: 
 
I enjoy theatrical shows, but personally, I feel I am [now] strong enough to 
achieve small goals and possibly even big ones. I like to have the attitude 
that if you don‟t give up, you can achieve what you want to do. I am 
analytical of myself, and pursue finding deep answers to questions of what 
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I can be. Having ancestry that did this [music and performance] helped me 
think that I can do this. Even my Dad sang in the shower. What was 
important for me with the group was to naturally fit in and do my part, and 
be helpful to others. Musically, I have a positive feeling about where I‟m 
at with my voice; I can do it, and I‟d like to do more. I felt that the story 
was a reflection of me, and the connection I made to this was that I had 
once again survived. I am, I can, I will do. In the process of writing the 
storyline, I found I was getting to know myself after being away for a long 
time. I had the opportunity to get to know myself as me; I could contribute 
to (the pantomime) with my skills and talents. No-one had ever asked me 
before or recognised them, I didn‟t think they were worth developing; or 
more to the case, I just didn‟t see them. 
 
These comments relay feelings of strength, belief in self, approval from and 
connection to others, being able to contribute to and enjoy the teamwork. Jo 
commented before the project: “Maybe I might get a sense of „I‟m okay, you‟re 
okay‟” note the need for single quotation marks for a quote/expression within a 
quote.  His comment following the pantomime also indicated changes in how he 
related to the characters and himself: “His [Nomad‟s] change in perception has 
been similar to myself. I felt like I gained confidence. I felt that the story was a 
reflection of me, and the connection I made to this was that I had once again 
survived.”   
 
For most of the group, the performance presented risks associated with increased 
anxiety, including panic attacks for one person. However, the desire to be 
involved and present the pantomime helped to overcome them. For Jo, other 
particular anxieties manifested which required further conversation to resolve: 
My main concern was hitting the high notes in the song, I did it better in 
rehearsals. It‟s like climbing and climbing but then missing the peak of the 
mountain.  
 
Regarding his sense of dissatisfaction with his performance, I decided to explore 
how he appreciated interacting with the audience following the performance, as 
one aim of discussing audience feedback was to move away from critique, to 
noticing how his performance may have affected others: 
Lisa: How did you want to connect to the audience? 
Nomad’s Speaker: I couldn‟t help thinking that the story was about me. 
Lisa: And what about your song in particular? 
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Nomad’s Speaker: The song was an experience of somewhere I‟ve never been 
myself so it was scary. Singing it has helped me get over my nervousness a little. 
Lisa: Were there any comments or audience responses that resonated with you? 
Nomad’s Speaker: Hearing the little girl‟s spontaneous cheer pushed me to the 
top of the mountain actually. The audience was very supportive. 
 
He had become more aware of a connection between the audience and himself 
through the conversation that I had steered toward. Reaffirming this reciprocated 
acknowledgement brought some resolution to his anxiety of not having achieved 
his preconceived standard within his performance.  
 
In further conversations with Jo about the process of preparing the pantomime, he 
mentioned that he had spent many hours outside the music session times 
practising his solos. He could access and express „feelings‟ and „longings‟ singing 
„Night-time Music‟ that he could not access and express in his day-to-day 
relationships. This song from the Phantom of the Opera resonated with his own 
sense of „feeling the music‟ and „letting the spirit take flight‟ as it expresses the 
Phantom‟s emotional desires for human contact. The song‟s placement in the 
story allowed these desires to be discussed indirectly, while the performance of 
the song gave the soloist the opportunity to express them with a level of intensity 
that was „safe‟ within the context of stage performance. His subject position of 
being a person with a „psychiatric disability‟ attending a day-program with issues 
of mistrust in relationships shifted to those of being a singer and a person who had 
a sense of „repaired trust‟ in relationships. 
 
Jo had also discovered a change in how he saw himself. He wrote this poem after 
the project: 
This has helped return me on the way to what I will one day be 
A man 
A complete man 
A man with a partner or 
A man without a partner 
But a man all the same 
A complete man. 
 
I was a man that was losing in himself. 
What manner of man I am or suppose to be 
A man of compassion 
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A man of forgiveness 
A man of unselfishness 
A man of unconditional love 
I was given a happy life with music. 
 
I noticed in hindsight, when writing the study, that Jo‟s personal transformation 
showed signs that he had internalised parts of Jude‟s story. His appreciation of 
both of the characters enabled him to visualise himself as „complete‟. Jo enjoyed 
taking the opportunity to talk about his involvement in and insights he gained 
from collaborating on the project, he articulated his interpretation of the title of 
the pantomime, Poor People, Rich Lives: 
It‟s usually the little guy who doesn‟t know much who actually knows 
more, I‟ll put it in terms of the rich and poor: The rich man looks down at 
the poor man and says “Why don‟t you get a job or something.” After a 
personal experience recently, I wrote a letter, that I haven‟t sent, but, I 
said, “Try not to spit at the poor. When the rich fall, it‟s the poor man who 
catches them at the bottom – we all have our role, we have a position in 
life, no-body is actually greater or lesser than any other, so regardless of 
whether you are rich or poor, we have to respect each other. The rich help 
the poor have a better lifestyle, and the poor help the rich get through 
times that they aren‟t so good at, that they aren‟t really used to, like not 
having any money or a job.  
 
Jo had shown new inner resolve to see himself as equal among men, feeling good 
about speaking up for himself. Writing the letter had made an impact on how he 
saw himself in relation to others in the world, holding a position from which he 
may be useful or helpful to others. His personal transformation is an example of 
how the group members were able to engage in practices of relapse prevention. 
Through exploring the pantomime characters‟ profiles and stories, they were able 
to see alternatives to being „stuck‟ within their own previously restricting ways of 
understanding themselves and interacting within their lives. 
 
The next section presents a discussion of the changes in the group members‟ 
subjectivity generated by working together. 
 
8.3.3       Changes in social confidence  
The group members‟ engagement in the project facilitated their practice of relapse 
prevention of developing a social network. Their collaboration had enabled them 
to engage within supportive dynamics of the group. They commented that they 
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enjoyed being in the group and felt an increase in their levels of confidence, both 
socially and in trying „new‟ things: 
 
I felt like I gained confidence, and I enjoyed the teamwork, vocal rhythm and 
singing. I enjoyed working the puppets, synchronizing the movements with the 
dialogue. (Tanya) 
I enjoyed the teamwork in the performances, and having a laugh with the others 
during these. Even though I haven‟t done much singing in the last few years, this 
has brought me out to get back into it. I‟d really like to do more, make a new 
demo recording and perhaps try some television work again, with Channel 31 [a 
community-based TV station]. (Sheree: Jude‟s puppeteer) 
 
For Jude‟s puppeteer, performing in the pantomime reawakened her sense of 
herself as a singer: “this has brought out to get back into [singing]”. 
 
Jude‟s speaker appreciated the opportunities and encouragement to try new things 
that the story presented: “I hadn‟t done any performing before, but I had a crack at 
it and really liked it. I‟d definitely have another go”. He commented: 
I enjoyed the whole performance [process], practices and everything 
[culminating] in the event. I hadn‟t done any performing before, but I had a crack 
at it and really liked it. I‟d definitely have another go. There were things in the 
story that I appreciated about trying something even if you are doubtful, and that 
things can happen in life that might bring a good change, even if you don‟t expect 
it.   
 
Another comment demonstrated a rekindling of faith in one‟s self and in life: 
“Trying something even if you are doubtful and that things can happen in life that 
might bring a good change, even if you don‟t expect it” (Bret: Jude‟s speaker).  
 
8.4 Summary 
The analysis presented in this chapter of the group members‟ reflexive comments 
on their contributions to the pantomime has shown that the process provided 
opportunities which facilitated changes in how they saw themselves. The process 
of collaboration enabled them to relate to others artistically and expressively. The 
project was also identified as fun; it contributed to their sense of being confident 
socially and creating something with others. Having fun and collaborating with 
others engender practices of relapse prevention, contributing to the likelihood of 
them staying well. In addition to engaging as collaborators, exploring social 
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issues artistically and metaphorically, creating alternative storylines for the 
characters of the stories, and in turn, new possibilities for themselves, they 
effectively created a social network within the group that was affirmed and 
expanded upon within their community.  
 
The following chapter continues the exploration of the potential of the combined 
arts-based, narrative approach for transforming understandings of self and mental 
health, presenting a discussion of how changes in understanding were supported 
through intersubjective dialogue with the audience members. 
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Chapter 9 
Katharsis and Intersubjective Technology 
 
This chapter continues the analysis and discussion of the potential for change of 
the combined arts-based, narrative approach. In four sections, this chapter 
explores how group members and the community members related to the 
pantomime and each other through the development of intersubjective 
technologies (Section 2.6 and 2.10). Firstly, I discuss the capacity of the audience 
to affirm changes in the group members‟ subjectivity, the capacity of the 
pantomime to enhance community awareness, secondly, the audience members‟ 
kathartic responses to the pantomime are discussed along with the group 
members‟ acknowledgment of these comments. Thirdly, the outsider witnesses‟ 
feedback about the Definitional Ceremony is discussed and finally, the possibility 
of the structure of the project to enable the group and audience members to 
engage in practices of relapse prevention is discussed. 
 
9.1 Initiating the Intersubjective Technology with Katharsis  
As discussed in Section 2.4 and 2.6, technologies of the self denote the ways in 
which an individual may investigate self-awareness, self-regulation and self-
production. An intersubjective technology may utilize processes that involve 
others, using mutual exchange of perceptual understanding and empathy ways of 
knowing self. The audience members were invited to participate in the 
Definitional Ceremony in order to explore intersubjectivity. I was interested to 
identify connections between how the audience members related to the 
pantomime and how their responses impacted on the performers‟ subjectivity.  
 
The audience‟s response to the questions articulated personal understandings that 
did, in turn, promote interpersonal relationships with the performers. The 
questions explored possible katharsis that occurred for the audience members. As 
White (2002), explains, katharsis is a process that transports one to memories, 
imagination and/or to new understandings (Section 2.10). This category of 
response was made by the audience members (See Appendix H). In some 
instances an emergent awareness of the group members‟ life experiences and 
  117 
issues was evident, for example, of their isolation and solitude, and of their 
particular situations, discussed further in the following section. 
 
9.1.1 Aspects of the pantomime that caught the audience members’ attention  
The first question explored the audience members‟ „point of connection‟: what 
they noticed that may prompt reflection on their personal stories while watching 
the pantomime. The following responses (also See Appendix H) highlighted 
aspects of the pantomime story which promoted the benefits of having a social 
network, of being consciously sociable by acknowledging self-expression and the 
development of insight:  
 
Simple messages such as its okay to ask for help… rely on others when you need 
to. The value of self-expression, the value of witnessing people express 
themselves, expressing individual feelings/experiences as a group made it more 
powerful (Anna); The fact that it is not what others think but your loved ones and 
yourself, what you think (Christine); The insight and growth through the 
discussion (Helena).  
 
These comments also acknowledge the value of hearing how other people 
respond, which lead to the next point of discussion, of the connections audience 
members made with the pantomime. 
 
9.1.2   Personal connections that audience members made with the pantomime 
The second question explored the audience members‟ subjective relationship to 
the pantomime performance. Their responses related to images, emotions, 
memories or impressions and ranged from expressing empathy for the story to 
stating a very different perception of living with psychiatric symptoms (See 
Appendix H). 
 
Pauline expressed a sense of being different, “I am the opposite to these 
characters, I feel magic”, while Ben, empathized with them: “At times it [the 
story] made me feel sad, but ultimately I was happy and proud.” Joni expressed 
empathy and self-awareness: “When „Out here on my own‟ was sung, I was very 
moved and thought about how I feel isolated sometimes.” A sense of self-
awareness and reflection in response to seeing the group members work together 
was evident in Carly‟s comment: “I have found in my life that when I get together 
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with people and have a common goal with them to create something, we can 
achieve something we never ever would have imagined on our own”.   
 
Other comments demonstrated empathy grounded in the belief that others shared 
the view of life presented in the pantomime, for example: Peter said, “Nomad‟s 
problems he has living his life is (sic) about everyday „normal‟ things people with 
a disability go through”. In addition to expressing empathy, the following 
comment by John offered an insight into what brought him hope while living with 
mental illness and homelessness: “A rainbow symbolizes beautiful things. I have 
been homeless before; I always look to the rainbow”. Another member, Andrew, 
expressed empathy for the feelings expressed through the pantomime characters, 
as well as an awareness of coping with these feelings: “I don‟t need to be afraid of 
my feelings; lots of people share them”.  
 
9.1.3     The audience members’ self-awareness of katharsis 
The third question invited the audience members to describe how the pantomime 
performance affected them personally; that is, whether sensing and 
acknowledging a connection with the pantomime performance was kathartic for 
them (See Appendix H).  
 
Responses expressed sentiments of inspiration from many of the audience 
members, as well as gratitude and a sense of being reassured in themselves: “It 
[the play] inspired me to feel good about myself and to be true to myself” (Ben), 
“It inspired me that before the butterfly comes the chrysalis” (Christine), “I felt 
uplifted, inspired, hopeful” (Anna), “[I am] thankful for what I have and 
appreciate my fortune” (Malcolm), “I don‟t need to be anxious about who I am” 
(Andrew) and “everything comes to pass” (John). 
 
In summary, all of the comments discussed above affirmed my perception and 
understanding of the potential for creating connections within the community of 
the day-program. In order to maintain the stance of co-research, the analysis of 
the group members‟ discussion of the audience members‟ comments is presented 
below. 
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9.2 The Intersubjective Technology at Work 
The group members gathered to discuss the audience members‟ written responses 
and their thoughts and feelings about the process of the Definitional Ceremony. 
These discussions are presented in the following subsections.  
 
9.2.1   The group members’ acknowledgement and discussion of the audience 
members’ comments 
The group members felt that the comments engendered a sense of respect for the 
story and for the performers. They felt affirmed as artists and members of the 
community by knowing how others related to, and were affected by, the 
pantomime.  
 
After hearing all of the responses read aloud amongst the group, each member 
chose a few comments that resonated with them. Their choice affirmed their 
creativity, their group effort or expressed perceptions of the story, songs, imagery 
or craftsmanship that was, in some way, similar to their own. 
 
Nomad‟s puppeteer chose the following comments, stating that they affirmed her 
sense of making something entertaining and fun: “The visuals and stage, good 
colours and props” (Peter) and “The voices and songs of the characters, the 
rainbow song and the rainbow sign in the play” (Brandon). This group member 
appreciated the following comments as they resonated with her response to the 
pantomime: “Creating space between Nomad and the spider” (John), “Pride – Be 
thankful for what I have and appreciate my fortune” (Malcolm) and “All things 
come to pass – time will heal all wounds” (John). 
 
Jude‟s puppeteer appreciated that an audience member thought that the problems 
expressed in the story were „normal‟: “Nomad‟s problem he has living his life is 
about everyday „normal‟ things people with a disability go through” (Peter). This 
group member also related to another audience member‟s interpretation of the 
story: “When things aren‟t looking too good, try to focus on some positive things 
as things can change” (Malcolm). 
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Nomad‟s speaker acknowledged audience members‟ comments about having been 
in similarly challenging situations and of sharing feelings about rainbows as 
symbols of hope: “A rainbow symbolizes beautiful things. I have been homeless 
before; I always look to the rainbow” (Brandon) and “The ideas were very 
applicable to my life and others” (Paul).  
 
Jude‟s speaker chose comments that he said were very similar to how he felt: “At 
times it made me feel sad, but ultimately I was happy and proud. The message 
was very meaningful…It inspired me to feel good about myself and to be true to 
myself” (Ben), “I don‟t need to be afraid of my feelings; lots of people share 
them” and “I don‟t need to be anxious about who I am” (Andrew). 
 
9.2.2  The group members’ feedback of the Definitional Ceremony process 
The group members stated that the Definitional Ceremony enabled them to feel 
connected with others of their community. They were able to appreciate what 
people thought and how they felt about the story and their performance. Being 
able to gain this feedback was unprecedented in their experiences of performing. 
They commented: 
 
I‟ve never had any feedback [about drama], it‟s nice to have positive 
feedback like “I liked the way the songs merged with the drama.” 
(Nomad‟s puppeteer) 
 
This [feedback] was quite different, I have been involved in amateur 
theatre before, but the feedback we received here was „no bullshit‟; it was 
how people felt. (Jude‟s puppeteer) 
 
I found the feedback really good, people coming up after the show to pat 
you on the back and tell you they really enjoyed the show. Having thought 
about their responses, it was a really positive experience. I just really 
enjoyed doing it. Friendship and the ability to be who you want to be are 
so important to feel; because of my disability there are things I can‟t do, 
but in the show the support we would give one another to be able to… I 
suppose to be encouraged to be free and to make choices to be who you 
want to be and do what you want to do. So often there are obstacles in the 
way, or problems seem to be enormous. Friendship and freedom are so 
important. (Jude‟s speaker) 
 
The impact of relaying the audience members‟ comments to the performers was 
positive. None of the group members reported that they were in any way upset. 
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They were aware of, and discussed, how they felt about their creativity and their 
performances but also about making friendships and encouraging each other to be 
active within their lives. The support created within the group was emulated and 
magnified by the audience‟s expressions of relating to and „sharing‟ their story.  
 
 
9.3 Outsider Witnesses’ Reflexive Deconstruction of the Pantomime Performance  
I sought further witness perspectives in order to recognize how the intersubjective 
technology had worked (See Appendix I). In addition to the three Definitional 
Ceremony questions (Section 6.8), three questions were asked regarding the 
pantomime as a process for exploring life stories: What message about mental 
health experiences did this performance relay to you?; How did seeing this 
pantomime story affect your understanding of mental health?; What effect did 
using this form of presentation have on you? These questions explored the 
outsider witnesses‟ perceptions of the constitutive power of the pantomime 
regarding communication.  
 
The „Outsider Witness‟ questions I decided to use generated a better 
source of knowledge than mere speculations of objective measures the 
drafted questions would have elucidated. Some people who were not 
familiar with narrative therapy questions found them challenging: to 
express such honesty, to themselves no less. However, others found the 
questions prompted deeper responses than the audience members 
anticipated giving; when, for example, a response was expanded upon to 
relay a more detailed and embodied connection to the story:  
 
Lisa: What connection does [the pantomime presentation] make in your 
life? 
 
Kerry: I slip into the skin of many roles in the life I lead and I found many 
connections that this piece of theatre made to the different roles I take on. 
As a director and dramatist I am humbled by the effectiveness of the work 
in honouring the human subject. As the educator I found myself thinking 
about how I can better use drama and theatrical performance in my own 
work. As a therapist I found myself considering how I use drama to inspire 
and elicit response from those I work with and what it is I do now, or may 
do in the future to inspire the adventure into lived experience. In my own 
life and in respect to the experience of „being me‟, „being human‟ right 
„then and there‟, I found myself quite emotional for what the moment held 
for me personally.  
 
Lisa: How does seeing this performance affect your understanding of this 
connection for you? 
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Kerry: I feel this is already answered in the previous question but in a 
general sense I guess my response is that this performance affected my life 
and understanding by making me think, inspiring me to question and 
perhaps above all else triggering me to feel. It is the latter that is the 
simple relic of significance in anything we do as human beings. It affected 
me by triggering me to feel; to experience my emotions and in that process 
to get the ball rolling to the relevance of my feelings in relation the roles I 
take on and the life I lead.  
 
The second question required the outsider witness to reflect on the connections 
they became aware of viewing the pantomime. Contemplating the questions 
prompted connections and understandings that may not have arisen otherwise. At 
the time of the research project, I was experimenting with the use of these 
questions. With the reflexive knowledge I have gained in the four or so years of 
writing this study, I acknowledge that I would probably make more adjustments 
to how I phrased questions. I am now aware of the potential that lies within well-
formed reflexive questions. The pantomime also evoked memories for Kerry who 
„retold‟ the story with insights gained from her experience of being a support 
worker and group facilitator. Seeing the performance enabled her to reflect on the 
roles she takes in her work within a psychosocial rehabilitation day-program 
similar to the program in this study.  
 
Analysis of the responses indicated various levels of appreciation with regard to 
the personal implications for the group members of the day-to-day challenges of 
living with psychiatric illness. The format of the pantomime was seen as a 
creative way to explore and communicate social issues faced by the group 
members. As Tricia explained, “[t]he use of puppets, dialogue and music is an 
effective way of conveying a message as it engages the audience in multiple ways 
- visually, intellectually and emotionally.”  
 
The performance itself made a statement for „creative performance art‟ in the 
PDRS day-program. As one outsider witness commented: “I was impressed by the 
pantomime and experiencing the talents of the participants helped me… to 
visualize future performance-type projects” (Tricia). Another outsider witness 
commented that the pantomime presentation challenging stereotypes of 
psychiatric illness:  
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They did not appear „mad‟, „crazy‟ or „strange‟, instead they were two 
people whose responses to their experiences were not very different to the 
fears and anxieties that each and every one of us has [with or without 
psychiatric illness] and to the hopes we all hold. (Kerry) 
 
The Definitional Ceremony was a process of inquiring about how group members 
and the audience members saw themselves within the context of the pantomime 
story. The creative performance and reflective aspects of the pantomime enabled 
community members, artists and audience members alike, to discuss their 
subjective relationships with the themes presented in the pantomime. Payne 
(2006) links this possibility to „universal‟, or foundational, discourses of 
experience:  
[group members] feel unity in suffering, compassion, joy or love [for 
example] when personal themes connect to universal themes in the 
collective body of experience revealed by that which is spoken of within 
the group. This experience of unity with others and/or a higher spiritual 
authority in an altered reality may increase a participant‟s sense of well-
being, their understanding of personal themes and their felt-sense of 
„universality‟ – the relief they are not unique in their suffering. (p. 171) 
 
While there may not be a universal version of psychiatric illness „true‟ to all who 
suffer from one, the forum to express suffering, compassion, joy and love in spite 
of it may provide a sense of unity to counterbalance the isolation and negative 
impacts of the illnesses, which would contribute to well-being.  
 
9.4 The Group and Audience members’ Adoption of Relapse Prevention 
Practices 
The development of intersubjective technologies by this community incorporated 
many aspects of relapse prevention. As discussed earlier (see Section 4.3.5), 
relapse prevention involves variously developing or maintaining self-awareness, 
skills for coping with symptoms, low self-esteem or other negative feelings, as 
well as preparing and maintaining plans with people and or groups which provide 
psychosocial support. The process of creating the songs and story facilitated the 
development of self-awareness as well as the exploration and practise of 
techniques for coping with self-consciousness, paranoia and low motivation. The 
performance and subsequent viewing of the pantomime by the audience provided 
the whole community of the day-program opportunities to engage in reflection 
and intersubjective dialogue about their prevailing dominant identifying features: 
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living with psychiatric illness in the community. Group members and audience 
members alike expressed appreciation of „not feeling alone‟ in their illness 
through participating in some aspect of the pantomime, working with discourses 
prevention with the development of prevention and social network strategies. 
 
The construction of the pantomime involved all of the group members in 
collaboratively planning and rehearsing various aspects of the production. Doing 
so required courage and perseverance as they continued to deal with insecurities 
and anxiety about their abilities and the performance. Rickwood (2004) described 
such activities as „protective‟ factors of relapse prevention. Hence, through their 
participation members were appropriating new ways of being which may 
„replace‟ their current discourses of illness and disability.  
 
9.5 Summary 
This chapter presented discussions of the development of intersubjective 
technologies; specifically how they facilitated and supported changes in the group 
members‟ understandings of living with psychiatric illness. Changes in audience 
members‟ views were also identified. Comments from the audience, many of 
whom lived with symptoms of mental illness, affirmed the characters stories that 
celebrated abilities and courage that in turn challenged stereotypes of psychiatric 
illness. The audience‟s response to the questions articulated personal 
understandings that, in turn, promoted interpersonal relationships with the 
performers, expressing empathy for the characters of the story.  
 
The group members felt that the comments engendered a sense of respect for the 
story and for the performers. Furthermore, responses expressed sentiments of 
inspiration from many of the audience members, The impact of relaying the 
audience members‟ comments to the performers was positive, the group members 
felt affirmed as artists and members of the community by knowing how others 
related to, and were affected by, the pantomime. The format of the pantomime 
was seen as a creative way to explore and communicate social issues faced by the 
group members.  
 
  125 
The pantomime project also provided the group members and their community 
with opportunities to engage in relapse prevention practices of being consciously 
sociable through the writing and reflecting on the story. Other relapse prevention 
strategies such as planning and participating in events were practiced through 
planning, developing and performing the pantomime. Developing personal 
insights could also be considered as a relapse prevention that was enabled through 
the intersubjective technologies within the group and community.  
 
There could be potential for further development of intersubjective technology 
through subsequent viewings of the pantomime by new audiences. Possibilities of 
building on the group members‟ understandings, about themselves and each other, 
could also further the consolidation of personal growth and further their practices 
of relapse prevention, including exploring the dynamics of specific relationships 
in their lives. The next chapter explores the process of creating multiple 
perspectives of reflexive analysis and what the approach offers to practice and 
research.  
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Chapter 10 
The Study’s Contributions to Practice within PDRS Services 
  
This chapter is written as a recapitulation of the methodology, discussing the 
development of arts-based, reflexive practice and research in the context of what 
was created with the group members and their community. It focuses on what the 
combined arts and narrative therapy approach offers practice within PDRS 
services through four sections: the development of reflexive practices in a PDRS 
service, how the arts facilitated subjective expression for reflexive inquiry and 
practice, the arts and narrative therapies promote community connections through 
intersubjective technologies and implications of using a combined arts and 
narrative therapy for reflexive inquiry in a PDRS service. Developing an arts-
based reflexive practice with narrative therapy techniques enabled the group, 
audience and me to learn about ourselves through the collaborative process of 
making the pantomime and sharing it with the PDRS community. Such reflexive 
practice incorporated within the development and performance stages of the 
pantomime, could present implications for professional development for 
employees; supporting and elucidating their tacit knowledge through arts-based 
research. 
 
10.1  Developing Reflexive Practice Throughout the Study 
Consistent with the poststructural underpinnings of the project, subjectivity may 
be in constant review (see Section 2.6) through technologies of the self (see 
Section 2.5). The reflexivity within the group work held potential for promoting 
changes in members‟ subjectivity. I found also, that changes within my reflexive 
awareness changed the way I constructed the reflexive questions I posed for the 
group. The reflexive questions reviewed and highlighted the group‟s dynamics of 
support and collaboration. Awareness of group dynamics further contributed to 
the changes in subjectivity of the group members; they could appreciate 
positioning themselves as supportive and collaborative.  
 
The development of practice-based research promotes the acknowledgement and 
inclusion of knowledge relevant to PDRS staff and service users. Practice-based 
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research is also resource efficient and non-intrusive for service users in that it 
does not require additional staff. While externally based studies may be time and 
resource consuming, practice-based research developed and co-researched by the 
program staff and participants can be incorporated into their group work as 
demonstrated in this study.  
 
The group members‟ reflexive explorations of their subjectivity were guided by 
the questions presented within the co-research process; hence, the development of 
reflexive practice and data generation for the research were the same. My 
development of reflexive practice within this study is discussed in the following 
section. 
 
10.2 The Arts in Reflexive Practice Facilitate Subjective Expression 
The pantomime provided a structure, within which artistic choices, new attempts 
of self-expression and exploration were made. Using the arts in reflexive practice 
enables an individual to generate insights into how s/he is relating to themselves 
and others on emotional levels that are yet to be verbalised. These artworks can 
then be shared within intersubjective encounters, promoting the possibilities of 
articulating how the individual relates to themselves and others. In addition to the 
comments about the combined art-based and narrative therapy approach to 
exploring subjectivity made by group members, I offer my own reflections on 
exploring reflexive awareness through the arts in the following paragraphs. 
 
I aimed to be reflexive within the combination of positions I held as researcher, 
collaborator etc. (see Section 6.3) also, contemplating how my decisions and 
actions impacted on the group members and acknowledging responsibility for 
facilitating the process. My awareness of what motivated actions enabled me to be 
selective with responses and remain responsible for my practice. Similar to group 
members (see Section 7.3), the artistic reflexive process promoted my growth as 
researcher and practitioner. By returning to song writing, I was able to express my 
perceptions of the intersubjective experience with lyrics, melody, rhythm and 
harmony, became more comfortable with situations and my subsequent decisions 
and actions. A sense of „resonance‟ emerged when recalling my reflexive 
awareness. I could hear and sense the emotional vibration within my memory of 
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the moment. From these perceptions I can came to appreciate the principle of 
sympathetic resonance, as articulated by Anderson (2000): 
The principle of sympathetic resonance introduces resonance as a validation 
procedure for the researcher‟s particular intuitive insights and syntheses. The 
principle suggests that research can function more like poetry in its capacity for 
the immediate apprehension and recognition of an experience spoken by another 
and yet [that is also] true for oneself as well. (p. 33) 
 
My song writing process accessed a kind of „sympathetic resonance‟ and 
contemplation of the various emotional discourses within the lyrics. Exploring 
ideas that surfaced in the lyrics revealed values I brought to the work that, in turn, 
increased my awareness of them during future actions within the group. Tensions 
expressed in the rhythm, sonority and harmony enabled me to reflect on the 
intersubjectivity within the group dynamics, to work with the awareness that I had 
developed.  
 
Questioning my actions and reactions was integral to my reflexive process, when 
even doubts served to bring clarity to the work as it progressed. At times, when 
more than one individual and/or issue came to my attention, I was aware that I 
practised diminishing or „reducing‟ my reactions (Epstein, 1995). I moved to a 
position of observer of the group members‟, and my, emotional responses to what 
was happening and/or invited discussion to inform our decisions. I identified these 
times as turning points of creativity and problem-solving.  
 
I was able to encourage the group to work with discourses of change engendering 
discursive practices of „making choices‟ and „developing preferred strategies and 
outcomes‟. The following example of reflexive consideration is drawn from my 
notes: 
[Jude‟s puppeteer] has particular anxiety problems. She has a depth of 
performance experience, and I would like to ask her a little more about it, 
to know better what kind of experience this project needs to be for her. 
She suggested today that sitting in front of the audience [for the 
Definitional Ceremony] might be a bit daunting, but I'm sure we can get 
around that somehow, it is not essential that she does. I have reassured her 
that the Definitional Ceremony process is about getting 'real' feedback 
from the audience, not critique. (Appendix J) 
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As a group, we explored the issues the Definitional Ceremony raised for this 
group member and agreed on a preferred way to proceed that would be suitable 
for all of us. The narrative therapy process, the Definitional Ceremony prompted 
the audience to view the pantomime reflexively, asking them to be aware of 
themselves, the story and its characters simultaneously, which promoted 
awareness and acknowledgement of the work and growth the group members 
were able to achieve together. 
 
10.3 Arts and Narrative Therapy Techniques Build Community Connections 
The combination of arts and narrative therapy techniques enhanced the process of 
building a sense of relationship for the group members with the community. 
Providing a format for exploring issues that emerged for individuals within a 
group created threads for this community development. Combining artistic 
expression and storytelling with community development goals created ways of 
enhancing and promoting group involvement and interpersonal connections for all 
involved. This study highlights the suitability and significance of using arts-based 
processes to explore and communicate life stories. 
 
As discussed earlier (Section 9.2), the intersubjective dialogue with the 
community enabled the group members to change within themselves, from feeling 
isolated with limited ways of seeing themselves, to feeling respected and part of 
that community; that is, as seeing themselves as artists and promote their 
development of self-worth and social worth.  
 
In summary, the process of developing reflexive awareness with the day-program 
community eventuated within the research process. The simultaneous 
enhancement of community awareness and research knowledge generated in this 
study highlights the potential for generating knowledge that is relevant and 
beneficial to all members of the community for their respective needs: for the 
members, programs that are suited to their needs that sustain a flexible, reflexive 
approach for their engagement; for the therapists and support workers, processes 
that enable and support their professional reflexive practice; and for the 
management of the day-programs, access to insights of the people who engage 
with their services.  
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10.4 The Implications of Reflexive Practice for the PDRS Profession 
The reflexive practice developed in this study has the potential to contribute to the 
facilitation of group work and practice-based research for staff members of PDRS 
day-programs. The incorporation of narrative therapy techniques and structures 
(see Sections 2.10) provided a framework for the development of reflexive 
awareness and intersubjectivity within the group. The creation of de-centred co-
research questions used to promote group members‟ agency in relation to 
participation in the project also enabled the group members to develop the 
pantomime songs and story to from their reflexive awareness.  
 
Engaging with discourses of support and collaboration affirmed practices such as 
being there for someone and trying new things (Section 9.2.2), reinforcing group 
members‟ beliefs that they can access support as well as provide it for others. 
Their awareness of changes in their subjectivity, and the process of discussing 
their personal insights with other members of the group, contributed to their 
potential to continue with preferred ways of being.  
 
The development of reflexive group work questions to guide awareness of 
subjectivity and intersubjectivity required some time and reflexivity on my part 
within this study. Potentially, professional development for PDRS staff to learn 
such a process of constructing reflexive questions for group work could contribute 
to practices that promote discourses of agency, collaboration, awareness of 
subjectivity, self-generated change and supportive group dynamics. As 
demonstrated in this study, the reflexive questions aimed at promoting change and 
insight, for the purposes of therapeutic practice, also function as „data generators‟ 
for practice-based research.  
 
10.5 Summary 
This chapter addressed the development and benefits of reflexivity in group work 
practice in a PDRS service. The use of arts can enhance reflexive awareness 
among individuals and group members alike, as reviewing art and/or music can 
enable positions of empathy and intersubjectivity to be acknowledged and 
discussed. The inclusion of reflexivity in group work enhanced the potential for 
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personal change, particularly as group dynamics could be reviewed, thereby 
enabling members to acknowledge engaging in supportive and collaborative ways 
with others. The combination of arts and narrative therapy techniques contributed 
to the project building community connections for the group members and their 
broader community through the intersubjective processes following the 
performances. The following chapter offers a recapitulation of the research 
questions and subsequent discussions, the contributions this study makes to 
related fields and the education and research implications of this study. 
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     Chapter 11 
Conclusion 
 
This study explored the merits of employing a multidisciplinary approach to 
group work in a PDRS day-program. In this final chapter, the findings are 
discussed through four sections of relapse prevention practices, communication of 
socio-emotional issues, the transformative power of the combined arts and 
narrative therapy approach and community connections forged by this study. 
Possible contributions to, and implications for developments within, the fields of 
psychosocial rehabilitation, practice-based research and education are discussed 
before final comments to close the thesis.  
 
The main question guiding the study was: What are the practical and research 
implications of combining arts-based and narrative therapy approaches for group 
work in a Psychiatric Disability Rehabilitation and Support day-program? 
Subsidiary questions addressed aspects of preparing, creating and reflecting on 
the pantomime with the group, and what the project contributes to group work 
practices in PDRS day-programs:  
1. What was the discursive construction of the pantomime project?  
a) What theoretical and methodological considerations were implicated in 
constructing the study? 
 b) What was the discursive construction of the day-program?   
 c)  How does the study relate to recent, local, arts-based and non-arts-based, 
mental health projects?    
2. How did group members engage in the project?  
      a) How was the project constructed within the existing day-program?  
      b) What were the group members‟ creative contributions to the construction of the 
pantomime?  
3. What potential for transforming understandings exists within this approach? 
  a) What exploration of subjectivity occurred through the songs and writing of the 
pantomime?  
      b) How did group members and fellow community members, in the   audience, 
relate to the pantomime and each other?  
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4. What does the approach offer practice within a PDRS service?  
 
These questions were explored through a post-modern theoretical lens. In an 
effort to incorporate the theoretical foundations of power-knowledge relations and 
technologies of the self found in narrative therapy with the flexibility and 
directness of expression enabled by arts-based therapy, I developed the practice-
based research process used in this study.  
 
The study took place in a PDRS day-program in Melbourne, Australia. Such 
facilities were developed as a response to psychiatric deinstitutionalisation 
policies in the early 1980s. The twelve participants were existing members of the 
day-program who had been attending the arts, music and/or drama groups prior to 
the commencement of the pantomime project. They were invited to voluntarily 
become involved in the construction performance and community discussion of 
an original pantomime exploring living with psychiatric illness. 
 
11.1 The Discursive Construction of the Study 
This study was informed by the postmodern and poststructuralist theories of 
reflexive inquiry, arts-based research, ethnographic drama, knowledge-power 
relations, subjectivity and deconstruction. It was also informed by anthropological 
work which brought public exposure to a marginalized group within their 
community, poetic and lyrical presentation of research as well as notions of 
katharsis and rite of passage. The Foucauldian and poststructural theories 
discussed throughout the study are emulated through the group work outcomes for 
the members and their community. 
 
Contemporary literature on psychiatric rehabilitation is grounded in discourses of 
psychosocial well-being, psychiatric disability and psychosocial support. These 
inform the construction of PDRS service policies and services. The project within 
this study sought to promote possibilities for participation beyond the somewhat 
passive modes often found in PDRS day-program activities. This study explicates 
how the methodology enabled people to adopt marginal discourses of 
engagement, becoming agents of self-generated change and developing a social 
network; all of which contribute to the practice of relapse prevention strategies. 
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The discourses of intervention, meaningful participation, social worth and self-
worth, discussed with regard to other community projects were echoed in the 
group work for the pantomime project. Recognizing intersubjectivity as a 
technology emerged within this study, which is unprecedented in literature.  
 
11.2 Collaborative Artists Practice Relapse Prevention 
Members had the freedom to collaborate through their preferred arts modalities 
throughout all or any one of the project stages: the planning, creation and 
performance of the project. They engaged in song writing, song selection, the 
creation of characters and group work. The arts and narrative therapy approaches 
provided opportunities for them to explore issues with the benefits of distance and 
externalisation. Practices of relapse prevention that were depicted in the 
pantomime story were echoed in their engagement within the creative process, in 
particular, in exercising choice and collaborating with others. Marginal discourses 
of agency, engaging in self-generated change, collaboration and relapse 
prevention were concurrent through the stages of the pantomime project. These 
discourses were similar to those worked with in other local arts and community 
projects discussed in the study. 
 
In particular to the range of psychiatric illness relevant to the group members 
involved, members living with depression, bi-polar depression and schizophrenia 
all maintained their involvement, with the exception of three members who all 
had diagnoses of schizophrenia. These three members chose to be involved with 
the art-making and attended a few group sessions early in the dramatic 
construction stage, but discontinued the group-work. Their artwork featured in the 
set and on the publicity flyers (see Appendix L). Through discussion with these 
members, and their support workers, it was apparent that their symptoms were too 
intrusive to allow them to participate happily in the group work. This issue draws 
attention to the need to match the selection of artistic media to a client and to 
follow their lead regarding participation in groups. For clients with schizophrenia, 
interactions with the media and group work may present risks of feeling exposed 
or out of control, prompting need for ongoing support. 
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The study demonstrates, through the group members who performed the 
pantomime and contributed so generously to the discussions, that the arts-
narrative therapy approach had had a positive impact on their ability to cope with, 
and experience living beyond symptoms of depression and anxiety. This may also 
be the case for some people living with schizophrenia, when their symptoms are 
relatively restrained. For all of the group members and artists involved in the 
various stages and aspects of presenting the pantomime, their community of 
family, friends, support workers and peers acknowledged their contributions and 
expressed their thoughts and feelings of relating to the work, building and 
strengthening their social networks.  
 
11.3 A Forum for Communicating Socio-emotional Issues 
The pantomime project provided a forum for the exploration and communication 
of socio-emotional issues affecting the lives of the group members, in turn, 
facilitating transformations within individual‟s subjectivity and sense of 
belonging. The performance of the pantomime became a forum for sharing inter-
subjective understanding within the day-program community. The intersubjective 
exchange enabled personal insights to be acknowledged and acted upon, as a 
technology of the self, to produce desired changes for the individuals. Changes in 
subjectivity were achieved by providing collaborative, expressive and reflexive 
opportunity for individuals who may otherwise have remained isolated, may not 
have explored socio-emotional issues affecting them or express them to anyone. 
 
11.4 The Transformative Power of Combining Arts-based and Narrative 
Therapies  
Using the arts with narrative therapy approaches for group-work enabled the 
group members to explore and transform their subjective positions of living with 
psychiatric illness. Working with the marginal discourses of engagement, 
becoming agents of self-generated change and developing a social network also 
enabled them to develop positions of being artists, being supportive friends and 
being courageous to try new things; all promoting resistance to discourses of 
reliance on medically and professionally determined choices and decision making.  
 
  136 
The combined arts-based, narrative approach facilitated and supported changes in 
the group members‟ self-generated life choices about taking chances and 
maintaining social relationships. Their confidence to make decisions and actions 
increased with their rehearsal of preferred storylines. Their awareness of changes 
in their subjectivity and the process of discussing their personal insights with 
other members of the group, contributed to their potential to move forward with 
preferred ways of being, overcoming restrictive discourses and complicit 
anxieties.  
 
The group work provided support for challenging restrictive discourses based on 
illness and disability and enabled developments of self-worth and social worth. 
Reflexive awareness of group dynamics contributed to the changes in subjectivity 
of the group members, they could appreciate their positions as being supportive 
and being supported by others, seeing themselves as artists, collaborators, as a 
complete man, as people with possibilities of having interesting and engaging 
relationships.  
 
11.5 Building Community Relations within the Day-program Community 
The creation and performance of the pantomime fore-grounded and facilitated the 
day-program community‟s exploration of marginal discursive practices of living 
expressive, creative, social lives, in the face of long-term psychiatric diagnosis. 
The pantomime format was seen by outsider witnesses as providing a creative 
way to explore and communicate socio-emotional issues faced by the group 
members and as kathartic for the audience members, enabling reflection upon 
their perceptions and understandings of the pantomime story. It provided the 
group members and their community with opportunities of being consciously 
sociable through creating and reflecting on the pantomime, thus building upon 
community relationships for everyone involved. This community initiative 
promoted the preventative practices of becoming agents of self-generated change 
and developing a social network previously mention and the discourses of 
meaningful participation and social worth. The combination of methodological 
approaches contributed to facilitating progressive political agendas that addresses 
issues of social inequity through working with the marginal discourses discussed 
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above. Such outcomes have not been documented within community studies in 
Victorian PDRS or similar services before this study.   
 
11.6 Contributions to Related Fields 
The methodology developed in this study contributes new knowledge and 
practices to the PDRS services and to the field of practice-based research. There 
are aspects of contributions to note, discussed in the following separate 
subsections: the emergent intersubjective technology, the contributions to practice 
and to practice-based research, highlighting three main benefits and contributions.  
 
11.6.1    New technologies of artistic intersubjectivity enabling self-generated 
change 
Technologies of self, as discussed in the study, are ways an individual may 
produce change within his or her self. Intersubjective exchanges used in this 
study, through the  and reflexive practice within the group work may be seen as a 
technology, a way of producing changes of understanding self and others, that can 
contribute to self-generated changes for the individuals. Understanding 
intersubjectivity as a technology has not emerged yet in literature. This study is 
unprecedented amongst extant literature, for recognising modes of intersubjective 
exchange, through artistic dialogue or through conversation, within the context of 
Foucault‟s technologies. This emergence may signal a new direction in research 
and developments of understanding the potential of artistic intersubjective 
technologies. 
 
11.6.2    The study’s contribution to practices in PDRS services  
I had noticed that research and evaluation of day-programs was limited to 
quantitative measures which did not, and could not demonstrate how the client or 
service users‟ needs were being met or the changes being made within the 
programs. The study demonstrates effective practises for group-work and 
community development that are inclusive and creative. The use of the arts and 
the inclusion of reflexivity in group work contributed to intersubjective 
understandings for the group members and their community. The arts provide 
many possibilities for expression, enabling multiple perspectives to be viewed or 
experienced simultaneously. The creation and appreciation of art can involve a 
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range of human emotional, intellectual and kathartic responses, which when 
contemplated within a given psychosocial context, can promote empathy and 
compassionate communication, in group-work and between professionals and 
clients of PDRS services. 
 
11.6.3    The study’s contribution to research in PDRS services 
As discussed previously, there is a lack of qualitative data to disseminate the 
outcomes of PDRS day-programs. The practice-based research in this study is 
resource efficient for PDRS programs and non-intrusive for service users. While 
independent research projects may be time and resource consuming, practice-
based research developed and co-researched by the program staff and participants 
can be incorporated into their group work as demonstrated in this study.  
 
Practice-based research has at least three benefits for PDRS services and its users. 
First, as demonstrated in this study, the research is part of the art-making, 
performance and community dialogue of the art project, and so does not incur any 
further intrusions of time or personal questioning of the participants. They are 
encouraged to contribute to their individual level of confidence and comfort 
allows. This approach to an inquiry of personal experiences of psychiatric illness 
differs greatly to direct interviews with individuals about their lives.  
 
Second, the arts-narrative therapy process facilitated reflexivity that was a source 
of therapeutic potential as well as providing service user perspectives and insights 
of the outcomes and successes of the group-work. Third, the practice-based 
research provides data for records of the group-work that can be resourced for 
program evaluation processes and to use as foundations -for future projects.  
 
11.7 Implications for Developments 
Implications for developments include possibilities for methodological 
developments, the potential suitability for other contexts and disciplinary studies, 
possibilities for professional development and implications for educations.  
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11.7.1    Possible methodological developments 
Implications for the development of the methodology of this study include 
flexibility of phrasing questions and creating new questions consistent with 
narrative therapy practice that would lead to further articulations of discursive 
practices and deconstructions of mental health discourses. For example, a 
limitation of using written comments from the audience was that the questions 
were very general. A co-research interview could proceed conversationally with 
each comment influencing the question to follow; the context and perspective of 
the co-researcher shaping the question possibilities.  
 
The parameters of doctoral research influenced the flexibility of exploring 
questions with the participants to some degree, since all questions were required 
to be approved through the ethics application prior to the project commencing. I 
had taken the PDRS community and my limited experience with narrative therapy 
questions into consideration, whilst preparing the study, leading a process that I 
believed would be manageable and accessible, yet new territory for all involved. 
 
Further developments of this study could include extending the Definitional 
Ceremony to allow audience members to respond in artistic and expressive ways 
in addition to verbal, which would allow more complexity and depth of 
intersubjectivity to be communicated. Artistic expressions of the audience 
experience which is shown to the performers to artistically respond to would 
facilitate an artistic intersubjective exchange, providing many more possibilities 
the community‟s reflexivity of its construction and dynamics.  
 
11.7.2    Multi-disciplinary suitability of the methodology 
The methodology of this study would be suitable for various other community groups 
or other areas of disability due to the flexibility of personal expression the arts 
enables. Exploration of reflexivity or self-awareness is a cornerstone of this approach. 
Modifications to the approach could make it suitable for the purposes of cognitive-
behavioural intervention or for the generation of self-directed learning of personal or 
professional development. Also, „clinical supervision‟ of PDRS and other disability 
support workers could utilize aspects of the methodology to develop reflexive 
practice.  
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The methodology could be instrumental for cultural reconciliation projects, also for 
community groups wanting to develop a sense of cultural identity or sense of self-
worth and social worth for its members, such as social groups of elderly people, 
trauma recovery, intervention groups for drug and alcohol and addictions, compulsive 
and obsessive disorders, There are strong implications highlighted by this study for 
mental health education and assisting learning in the disability sector. The 
methodology would be useful for clients groups with complex communication needs 
and language deficit, such as clients with cerebral palsy, downs syndrome, autistic 
spectrum disorder.  
 
11.7.3    Possibilities for professional development 
The narrative therapy techniques used in this study, amongst others, provide a 
conceptual structure for the therapeutic process. These techniques also facilitate 
articulation of arts therapy outcomes that are accessible to multi-disciplinary 
practice teams that are often found in PDRS services, for example, social workers, 
community development workers, arts therapists, occupational therapists. 
„Professional development‟ education for PDRS staff in the uses of an arts-based-
narrative therapy approach to group work could implicate developments in 
discursive practices of collaboration, supporting agency and co-research for 
therapeutic aims with service users.  
 
11.7.4    Implications for education  
The findings of the study have implications for education and research, 
specifically the possibilities to develop group-work and practice-based research 
through the professional education of PDRS staff. The development of the arts-
narrative approach for the group-work and community development used in this 
study required some time and reflexivity on my part. There is potential implicated 
in the possibilities of PDRS staff learning approaches to group-work found in this 
methodology, potential for further contribution to practices promoting discourses 
of agency, collaboration, awareness of subjectivity, self-generated change and 
supportive group dynamics. 
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Implications for community education exist within the capacity for the 
methodology of this study to produce further explorations of social issues for the 
PDRS community. The study demonstrated community education regarding 
awareness of social issues and the re-constitutional possibilities for people 
wishing to work with such intent. The study also enabled learning of the research 
possibilities of combining arts and narrative therapy approaches. The 
methodology, at its current stage of development in this study, would provide 
existing staff of PDRS day-programs with processes to explore any emergent 
issues within defined project timeframes or over long periods with clients.  
 
There are also implications for the exploration of intersubjective technologies 
with other client groups in the community, such as students with Austistic 
Spectrum Disorder.  Working with the discourse of an empathy-self awareness 
relation, the arts-based-narrative approach for facilitating intersubjective 
technologies could provide flexible and creative ways of helping such students 
develop empathy and sense of self.  
 
 
11.8 Final Comments 
The project‟s development provided opportunities for the group members to 
externalize and review problematic stories of living with psychiatric illnesses, 
explore alternative subject positions to those problematic stories. Furthermore, it 
provided an example of the potential of gaining awareness of ideas, feelings and 
social discourses such as „living expressive and creative lives‟ and „enabling 
compassionate communication‟ which in turn promote agency and community 
engagement.  
 
There are times when linguistic vocabulary escapes us; it is at these times that the 
arts can express what cannot be articulated in words. This study has demonstrated 
how artistic collaboration contributed to individual and group dynamics in the 
process of co-researching socio-emotional issues that can be difficult to identify 
and express directly and immediately. The pantomime provided a container and 
vehicle for the members to engage in artistic exploration and intersubjective 
dialogue with their fellow day-program members, support workers, family and 
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friends; resulting in transformations of subjectivity, how they saw themselves, and 
of community understandings of these issues and members sense of belonging.  
 
At the completion of the project, group members knew themselves as artists 
capable of creating and performing their own work of art and as mutually 
supportive friends. These outcomes are testament to their self-generated change 
and newly created community connections. As the pantomime ended with hope of 
new acquaintances, this study ends with the hope of promoting collaborative and 
socially conscious approaches to practice and research.  
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Lonely Nomad - Lyrics 
 
Group Songwriter/ Lisa O‟Beirne 2004  Chords for music 
 
Verse 1: 
A lunatic, I‟m Living with,    G      C     
And he‟ll never stop    D      
Stop talking crap.     G 
Cos he thinks he‟s right    G 
You can‟t change his mind    C 
Cos he just can‟t hear,    D 
He gave away his ears.     G 
 
Chorus: 
He‟s a lonely, angry man in the street  G      C G 
Never talks to anyone he meets    G      C G 
Ev-ry day‟s a struggle you know   G      C G 
He‟s gotta find the strength     D       D  
To keep moving on     G 
 
Verse 2: 
And now he wanders alone  
Got no place to call his home 
They say he‟ll be alright  
But he‟s  so scared inside 
He‟s feels really confused  
About what‟s going on 
Ands there‟s just no one, he can lean on 
 
Chorus: 
He‟s a lonely, angry man in the street 
Never talks to anyone he meets 
He‟s gotta carry this burden and never complain 
He‟s gotta find the strength 
To keep moving on 
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Appendix F 
 
Take Some Time - Lyrics 
 
Group Songwriter /Lisa O‟Beirne 2005  Chords for music 
 
Chorus: 
If you can take some time, to get to know me,   C          
Baby you will find     G 
That our love was meant to be    Am 
In this world there‟s just you and me   G 
I‟ll search near and far     C 
I‟ll find you where ever you are    G 
Thoughts of you are always on my mind   Am 
What ever I‟m doing what ever the time   G    
 
Verse: 
After being rejected by so many you‟ve loved     F 
Then you finally find someone    G 
Who accepts you for who you are    F 
Don‟t want your money or your car   F 
Just loves you and will stick by you   G 
Like crutches for a broken leg     F 
Its support that helps me stand    F 
Takes away the pain when I hold your hand  G 
I feel better when you‟re around    F 
You help me keep my feet on the ground   F 
You see the real me See inside my heart   G   
 
 
Chorus: 
I‟ll search near and far    
I‟ll find you where ever you are   
Thoughts of you are always on my mine  
What ever I‟m doing what ever the time  
If you can take some time, to get to know me  
Maybe we can find    
That our love was meant to be   
In this world there‟s just you and me 
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Poor People, Rich Lives 
 
A Puppet Pantomime 
 
Dec 7 & 8, 2005 
 
Created and performed by members of the music and art groups at 
Common Ground, Macaulay Programs, Doutta Galla Community 
Health. 
 
 
 
 
 
 
SCRIPT 
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Scene 1 
 
Jude sitting on cushion on lounge room. Nomad enters: 
 
N: Oh, What a day! Weird! 
 
J: What happened? 
 
N: I was just walking around, and I noticed, you know, for the first time … (aghast) 
people seem to feel sorry for me! Someone even offered me money! 
 
J: Did you take it? 
 
N: No, I didn‟t want their money! I get so many strange looks lately. 
 
J: What do you think that‟s about? 
 
N: I don‟t know. I don‟t do anything strange, do I? 
 
J: Do you think it‟s in your imagination?  
 
N: (Laughs) You know what they say about feeling paranoid… 
An increase in meds…its all in your mind! Have you ever noticed that I have rather 
a large mind? 
 
J: Ah Nomad, you shouldn‟t worry about what others think of you so much, it‟s the 
people you care about that you should hear that from, maybe if you heard it more 
from them, you‟d worry less about people in the street. And anyway, what‟s in your 
mind has got to matter, you can‟t get away from it can you? 
 
N: So what are you doing anyway? Been out today? 
 
J: Nah, thought I watch Temptation now though. 
 
N: Money money money…You know life isn‟t all about money 
 
J: They‟re really clever too, better than I could do, I can‟t hardly answer any of 
those questions. 
 
N: You could too Jude, you are too hard on yourself, if you gave it a try, I bet you 
would remember stacks, and do so much, you should just get out there and look up 
somethings to…. (Jude interrupts) 
 
J: He‟s always raving on…Sings: Lonely Nomad. 
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Song: Lonely Nomad 
 
 
N: So, do you want a cup of coffee? 
 
J: Oh please, that‟d be lovely. 
Now really Nomad, what was going on for you today? 
Thanks (cups passed to J) 
 
N: I went to see my doctor, yeah, got my injection, walked out, life as usual, but it 
just seemed like everyone was looking at me… thinking what a lunatic, you know. 
 
Spider jumps out looming, MUSIC PLAYS EERILY 
 
J: That‟s no good, Nomad, how do that make you feel? 
 
N: Well, nervous, SPIDER JUMPS ACROSS, scared, SPIDER JUMPS ACROSS, 
self conscious, SPIDER JUMPS ACROSS, embarrassed. SPIDER JUMPS ACROSS 
 
J: That’s no good, but can I be honest with you, I feel a bit like that 
too, only its trapped and isolated that I feel. 
 
N: I thought you liked being you? 
 
J: I want to be more free, I want a better life, but I don‟t know what or how exactly 
I want it to be, I just can‟t imagine myself anything else, except for an occasional 
fleeting thought I have (small butterfly darts behind) Oh, don‟t worry, it would 
never happen to me.  
 
 
Song: Nowhere Man 
 
 
Mood has lifted somewhat 
 
N: Talking about being free, I saw Violet today. I really dig her. 
 
J: ( a little jealously) What‟s so good about her? 
 
N: She is not bogged down, when I talk to her, I forget about other crap. 
 
J: How do you know her? 
 
N: Oh, she goes to the coffee shop down the road. 
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J: Why don‟t you ask her around sometime, I like to meet her too? 
 
 
N: I don‟t know, I wouldn‟t know what she thinks of me and I‟d be very 
embarrassed. 
 
 
Song: Voilet (verse 1) 
 
J: Go on! You Gonna write a song? 
 
N: Yeah, I can write songs. They aren‟t too bad either, they make me feel good, like 
I could do anything I wanted to.  
 
J: I wish I could do something like that.  
 
N: I am sure you could, you only have to try, and something will happen and you 
can take it from there.  
 
J: I wouldn‟t know where to start. 
 
N: But I could help you out. You don‟t have to do everything on your own. 
 
 
Song: Little help from my friends. 
 
N: So I can tell you how I really feel, then. 
 
J: You know you can tell me anything, Nomad, and I‟ll be like Frasier, you know 
“I‟m Listening” 
 
N: But that psycho-babble is too out there, when I‟m out there, nothing makes much 
sense for long, and …(spider lurkes behind)   
oh, god, don‟t let that creature back in! 
The thing is I can‟t tell where IT stops and I start, I‟m just in the dark. 
 
J: You need to relax, just let go when it‟s that bad, wait till it passes. 
 
N: If it ever will! 
 
J: Things aren‟t always as they seem, and if you let them, all things will come to 
pass.  
 
 
Song: Night Music 
 
N: Its funny to let it be there, but not be controlled by it so much. 
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(spider gradually shrinks away with lighter eery music) 
 
J: Yeah, like me, I can‟t get away from how I look, I feel like I‟m stuck in this rut, 
like I‟ll never do anything else with my life. 
 
N: Well you need to listen to yourself, take your own advise, maybe. It does make 
some sense you know. You aren‟t only what you see yourself as now. Can you get 
some space between how you see yourself now?  
 
 
Put it out there for a while, and see how you might feel trying some new 
perspectives for yourself? Why don‟t you try? 
I bet you would have a song to sing if you thought about it.  
 
  
Song: Out here on my own. 
 
J: Yeah, its pretty good to sing it out, I think I feel a bit different. Hey I could even 
be loosening up a bit. (yawns) 
 
N: Well, I have really liked hanging out with you.  
 
J: Where are you going, don‟t worry about me, I‟ll probably just drop off for a bit, 
I‟m a bit cold though, could you throw that blanket over me? 
(Nomad throws blanket over Jude) 
 
N: You might be right, about not worrying about what others think, what does it 
matter to me, I only pass them in the street, for what 1 minute, less. Its true I don‟t 
feel like that when I‟m here, or with Violet, maybe there is nothing to worry about. 
Maybe she doesn‟t even think of the things that I do about myself…maybe she 
thinks better things. Hey, that would be alright, I could try that anyway Jude, 
thinking better things of myself for a start…Jude? Oh she‟s asleep. 
 
Song: Take Sometime 
 
(Nomad Nods off during song) 
 
Jude slowly uncurls to an instrumental extension of the song. Looks about, looks at 
Nomad and flies off shooing the spider eventually right off the stage.  
 
All cheer, encourage the audience to cheer. 
 
Nomad stirs, wakes up, looks for Jude, turns to audience. 
 
N: Huh! Where‟s she gone. Well I‟ll be! (Thinks to himself) Hmmm, 
Well if she can do it, I can too!!  
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Nomad exits chatting away,  
N: “so Violet, hh-hum, ah, I was wondering…” 
 
  
 
 
 
Song: New lyrics: Lonely Nomad: Soulful Nomad 
   
A soulful man, this dude I know, 
And he never gives up, he‟s a legend you know. 
He might not say it‟s true,  
Cos he sometimes feels Low, 
But he‟s finding new ways, 
New ways to move on. 
   
He‟s a well respected man about town, 
Doing the best things so conservatively, 
He‟s gonna keep his head up and treat one in the same, 
He‟s gonna find the strength to keep moving on. 
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Appendix H 
Table H: Audience Comments Immediately Following the Performance                                     
Pseudonym 
of audience 
member 
What caught your 
attention? 
How does this 
connect to your 
life? 
What affect does seeing 
the performance have on 
you? 
Sally The puppets talking to 
each other made the 
words come alive.  
[The song is] full 
of feeling, and is 
not necessarily 
about „trying‟. 
There are lots of ways to 
„say‟ what one wants to. 
Mark The caterpillar becoming 
a butterfly, some of the 
catchy songs I already 
know. 
Grumbling but 
battling on. 
 
Enjoyed the music and 
songs. I identified with 
the perspectives of the 
puppets. 
Eugene The passion of the 
performers and the 
confidence. 
 It gave me great 
pleasure to see this 
clever story. 
Caroline „Music of the Night‟ was 
outstanding. Great voice.  
Had tears welling 
up in my eyes the 
whole show. 
Very moving. I felt 
lucky to see such 
wonderful efforts of 
wonderful people. 
Jack The play itself and the 
acting, the way the 
screenplay was acted. 
This connection to 
my life is super 
and stupendous. 
The kind of affect 
seeing it had on me was 
that it made me excited 
and full of enthusiasm. 
Ben The music, songs, the 
connection of all to the 
puppets. 
 
At times it made 
me feel sad, but 
ultimately I was 
happy and proud. 
The message was 
very meaningful. 
It inspired me to feel 
good about myself and 
to be true to myself. 
Joni The spider coming in to 
menace Nomad, the 
spider was very 
evocative.  
The idea of creating some 
space to create new 
perspectives and hearing 
all things will come to 
pass.  
I enjoyed the quiet 
excitement of the 
performers and the 
gutsiness of their singing. 
I liked „True Colours‟ with  
the rainbow in the  
background. 
I have had this 
feeling of dread. 
When „Out here 
on my own‟ was 
sung, I was very 
moved and 
thought about how 
I feel isolated 
sometimes. 
I really appreciated 
hearing such an honest 
conversation between 
Nomad and Jude.  
It feels good when you 
are reminded that you 
don‟t have to feel alone, 
you can be with your 
friends.  
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Pseudonym 
of audience 
member 
What caught your 
attention? 
How does this 
connect to your 
life? 
What affect does seeing 
the performance have 
on you? 
Carly The experience of 
friendship between 
Nomad and Jude, and 
between (the performers) 
that makes great things 
happen, and life‟s 
exciting. 
I have found in my 
life that when I get 
together with 
people and have a 
common goal with 
them to create 
something, we can 
achieve something 
we never ever 
would have 
imagined on our 
own. 
Makes me want to do a 
play myself and create 
magic. 
Pauline The animated characters, 
the spokeswoman and 
music. 
I am the opposite 
to these characters, 
I feel magic. 
I feel inspired seeing 
this show. 
Helena The simplistic portrayal 
of the deep issues 
involved and the 
necessity of talking and 
support in this. The 
insight and growth 
through the discussion. 
I connect with the 
value of 
supportive friends 
and the 
possibilities of 
music helping 
people. 
It‟s great to hear the 
experiences of those 
affected with psychiatric 
illnesses. 
Robert The whole show was 
fantastic. The script had 
some really nice lines and 
the music really 
illustrated / highlighted 
what life can be like 
when you are down and 
how important it is to 
have people to 
support/share with each 
other. 
I connected with 
the growth, 
recovery, and 
beauty in 
everyone. 
The caterpillar 
symbolized 
misunderstanding and 
loneliness. 
 
Paul The songs were 
integrated very well with 
the dialogue 
The ideas were 
very applicable to 
my life and others. 
I found the whole 
performance very 
moving. All the singers 
did very well. I think the 
performers should have 
been introduced, it 
would have been better 
if the puppets were 
lifted up; I think the 
spider and butterfly 
could have been 
emphasized more.  
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Pseudonym 
of audience 
member 
What caught your 
attention? 
How does this 
connect to your 
life? 
What affect does seeing 
the performance have 
on you? 
Peter The visuals and stage, 
good colours and props. 
Nomad‟s 
problem‟s he has 
living his life is 
about everyday 
„normal‟ things 
people with a 
disability go 
through. 
I was amused and it 
made me feel cheerful 
and smile. 
John Creating space between 
Nomad and the spider 
 All things come to pass 
– time will heal all 
wounds. 
Brandon The voices and songs of 
the characters, the 
rainbow song and the 
rainbow sign in the play. 
A rainbow 
symbolizes 
beautiful things. I 
have been 
homeless before; I 
always look to the 
rainbow. 
It had a beautiful effect 
on me. 
Andrew The way the puppets 
were used to carry the 
thoughts of the 
performers. 
 
I don‟t need to be 
afraid of my 
feelings; lots of 
people share them. 
 
I don‟t need to be 
anxious about who I am. 
Josh The characters were well 
thought out and executed. 
 
  
Christine The fact that it is not 
what others think but 
your loved ones and 
yourself, what you think. 
 
That it‟s the inside 
rather than the 
outside that 
matters. 
It inspired me that 
before the butterfly 
comes the chrysalis. 
Anna Simple messages such as 
its okay to ask for help 
[from your friends], rely 
on others when you need 
to. The value of self-
expression the value of 
witnessing people express 
themselves, expressing 
individual 
feelings/experiences as a 
group made it more 
powerful. I really enjoyed 
the mix of dialogue and 
song. 
I can get bogged 
down in striving as 
an individual – I 
need to be in touch 
with people more. 
I felt uplifted, inspired, 
hopeful… If only we 
could sing all day. 
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Pseudonym 
of audience 
member 
What caught your 
attention? 
How does this 
connect to your 
life? 
What affect does seeing 
the performance have 
on you? 
Malcolm Lyrics of the new song, 
encouragement and hope 
emanating from the 
theme. 
 
When things aren‟t 
looking too good, 
try to focus on 
some positive 
things as things 
can change. 
Pride – Be thankful for 
what I have and 
appreciate my fortune. 
Genevieve I love singing as a 
release. 
“Out Here on my Own” 
was beautiful, especially. 
The message of 
friendship and hope was 
strong. 
We all feel 
insecure, it‟s 
important to 
control negative 
thoughts. 
Uplifted. 
Lynn The show is very moving 
– the themes concern life 
issues that I have also 
experienced [lately]. The 
choice of songs goes well 
with the themes. And the 
singers – wow. I hope the 
group continues to 
perform in the future.   
The performance 
reminds me of 
what I have seen 
in a video I 
borrowed from 
RMIT library. It is 
entitled Theorem: 
A Dream of 
Change [by Aldo]. 
It was a 
masterpiece that 
also made use of 
puppetry. 
Thanks for the 
experience. More power 
to the performing group. 
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Appendix I 
Table I: Outsider Witnesses Responses to Reflective Questions                                         
What caught your 
attention or stood out 
for you? 
Tricia: The quality of the puppets and the vocal abilities of the performers. 
 
 Yolanda: The spider coming in to menace Nomad, I have had this feeling of 
dread, the spider was very evocative. The idea of creating some space to 
create new perspectives, and hearing all things will come to pass. I enjoyed 
the quiet excitement of the performers and the gutsiness of their singing. 
 
 Martha: The confidence of the storytellers themselves.  Also the enjoyment 
of taking part was very evident. 
 
 
Kerry: The pivotal driving force 
My immediate first response was the relationship between the two leading 
characters, the two puppets. I was struck by their support and warmth for 
each other and it reminded me of many such relationships I have witnessed 
in my time working with people suffering from psychiatric illness. The 
relationship was characterised by the qualities of both listening and hearing 
each other, of mirrored experiences and understandings, of mutual 
encouragement, gentle questioning and challenging and a mutual respect 
and sharing of the „space between‟. 
 
The drama 
From beginning to end there was an authenticity of experience expressed. 
The material was real and the characters were identifiable but more than this 
there was a sense of the everyday quality of both the characters and their 
experience. They did not appear „mad‟, „crazy‟ or „strange‟, instead they 
were two people whose responses to their experiences were not very 
different to the fears and anxieties that each and every one of us has and to 
the hopes we all hold. In short it echoed universal experiences of what it is 
to be human. 
 
The music  
The music was quite simply a beautiful marriage of both original and 
existing songs. The placement of the songs along the continuum of the story 
seemed tailor made for the journey of the characters and I was moved 
during a number of significant moments that emerged for me personally.  
 
The setting 
It is the rainbow that stood out for me. I suspect that the meaning it holds 
for me as a common representation of hope is indeed a universal symbol for 
many. I felt a strong statement of hope was expressed in the relationship of 
the placement of the rainbow above the two characters, dead centre before 
our eyes, as the audience witnessing the experience. 
 
The in-between 
The other thing that stood out for me was space in-between the puppets and 
the rainbow – the chorus. During solo pieces members of the chorus 
appeared focused and involved, enjoying the experience of giving their 
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performance but there were moments where, when performing as a group, 
members seemed isolated from each other and detached from the 
experience. This made me think of my own work using a chorus and how I 
myself might better involve members in sustaining their engagement. On 
reflection now I see it as a metaphor for how without connection and 
participation in the world around us we can become inactive in participating 
in our community.  
 
What connection 
does this make in 
your life? 
Tricia: It increased my understanding of the abilities of those who 
participated in the pantomime. 
 
 Yoldanda: When „Out here on my own‟ was sung, I was very moved and 
thought about how I feel isolated sometimes, and how it feels good when 
you are reminded that you don‟t have to feel alone, you can be with your 
friends.  
 
 Martha: Connection? I am not sure I feel a connection but a deeper 
understanding that the mentally ill people are clever and need the 
opportunity to express themselves as do all people. 
 
 Kerry: I slip into the skin of many roles in the life I lead and I found many 
connections that this piece of theatre made to the different roles I take on. 
As a director and dramatist I am humbled by the effectiveness of the work 
in honouring the human subject. As the educator I found myself thinking 
about how I can better use drama and theatrical performance in my own 
work. As a therapist I found myself considering how I use drama to inspire 
and elicit response from those I work with and what it is I do now, or may 
do in the future to inspire the adventure into lived experience. In my own 
life and in respect to the experience of „being me‟, „being human‟ right 
„then and there‟, I found myself quite emotional for what the moment held 
for me personally. 
 
How does seeing this 
performance affect 
your life or your 
understanding of this 
connection for you? 
Tricia: I was impressed by the pantomime and experiencing the talents of 
the participants helped me, in my capacity as the Common Ground 
Coordinator, to visualize future performance type projects. 
 Yolanda: My favourite part was the butterfly coming out – it was so 
optimistic. I really appreciated hearing such an honest conversation between 
Nomad and Jude. I liked „True Colours‟ with the rainbow in the 
background. 
 
 
 
 Martha: Connection? I am not sure I feel a connection but a deeper 
understanding that the mentally ill people are clever and need the 
opportunity to express themselves as do all people. 
 
 
 
 Kerry: I feel this is already answered in the previous question but in a 
general sense I guess my response is that this performance affected my life 
and understanding my making me think, inspiring me to question and 
perhaps above all else triggering me to feel. It is the latter that is the simple 
relic of significance in anything we do as human beings. It affected me by 
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triggering me to feel... to experience my emotions and in that process to get 
the ball rolling to the relevance of my feelings in relation the roles I take on 
and the life I lead. 
 
 
What message about 
mental health 
experiences did this 
performance relay to 
you? 
Tricia: That people suffering a psychiatric illness desire the same things as 
everyone else - and even though there maybe difficult obstacles to overcome 
i.e. stigma, stereotypes, the medical profession and staying well, the rewards 
of „having a go‟ are worth it. 
 
 
 Yolanda: The message about mental health experiences that this 
performance relayed to me was that it can be an isolating, scary (like the 
spider!) and unnerving experience.  And alongside this, that the value of 
friendship, of having someone to confide in about your state of being, is 
immeasurable, and that there is room for hope, through seeking to 
understanding the nature of a psychiatric illness. 
 
 
 Martha: It made me aware that a community play like this must give these 
performers confidence. 
 
 
 Kerry: All the things I know about having worked in this field for six 
years………….the isolation, the perception of the „mentally well‟ that 
excludes them from society leading those suffering from the long term 
effects of psychiatric illness to feel that they are incapable of sustaining 
intimate relationships, securing and maintaining employment, enjoying 
hobbies and interests, establishing a family, pursuing their passions or 
sustaining their spiritual development. In societies eyes these are all 
endeavours that they are incapable of pursuing. 
 
 
How did seeing this 
pantomime story 
affect your 
understanding of 
mental health? 
Tricia: As a PDRS worker my understanding of mental health is quite good.  
What I gained from the pantomime was insight into the individuals who 
authored it and an understanding to their talents. 
 
 Yolanda: For me, the educational experience I came away with from the 
actual pantomime, was of a broader perspective of what day-to-day 
challenges arise for people with mental health issues.  Also, from watching 
and hearing the performers, how people with illnesses can collaborate 
creatively in a safe environment to express what is central to their lives, and 
feel a sense of pride and enjoyment during this process. 
 
 
 
 Martha: This performance was well orchestrated by the performer‟s leader 
with out that person being obvious in the act. This meant that the performers 
had the attention of the audience for themselves. This showed me that these 
mental health people enjoyed being noticed and having the attention.  They 
were not shy or self-conscious about themselves. 
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 Kerry: It affirmed my understanding and reminded me of the frailty of my 
own mental health. That none of us can claim perfect and well-sustained 
mental health. We all have moments that challenge us. It reminded me of 
this and of my own humanness. 
 
 
 
What effect did using 
this form of 
presentation have for 
you? 
Tricia: The use of puppets, dialogue and music is an effective way of 
conveying a message as it engages the audience in multiple ways - visually, 
intellectually and emotionally. I believe the education experience of this 
performance was good - t delivered a message that people with psychiatric 
illness are „normal‟ in their hopes and expectations of life and the fact that it 
ended on a positive note was very good. 
 
 Yolanda: The effect of using this form of presentation was that I felt drawn 
in, a bit like a child, to watching „the play‟ unfold.  It was a non-threatening 
context for the telling of what could have been an overwhelming story.  I 
think it also made the discussion afterwards between the audience and the 
performers more accessible for both parties, than say, if it had been 
presented as an „adult drama‟. 
 
 Martha: It alerted me to the performer‟s problems as they “sang their story” 
to us in their confident manner.  To hear “their problems” from them in this 
manner was very NOTICABLE to me and the fact that I was listening and 
taking in “their story” was also a fact. Had I seen the story in the newspaper 
there is no guarantee I would even stop to read it. This performance could 
be played on Sixty Minutes as psychiatric illness awareness. 
 
 Kerry: It led me to think, consider, question and try out ideas and 
contrasting hypothesise about who and how I am in the world, about the 
way I work and about how I may challenge myself to develop both as a 
living, breathing human being and as an educator, therapist and co-creator 
of experience. 
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Appendix J 
 
 Journal Notes:  
 
5 weeks to go. 
Having an unexpectedly low attendance to the group today meant that those 
who did, played the roles. They had not tried playing the two characters before, 
and not having as much audience to be self-conscious in front of meant it was 
less daunting to give it a go. 
One group member seems to be getting a bit lost in the character of Nomad. He 
presents existential anxieties frequently and spends a lot of the day at the day-
program. He always attends the music sessions; I take from all of this that his 
need to get involved is quite intense. 
Another group member was very critical of his performance of his role-playing. 
He had said he wasn't feeling particularly good before he came, and so I see a 
glimpse of how his mood affects his interpretation and perception of experience. 
He has played a large part in the writing of the songs, he feels very involved in 
the process of planning the songs. There has needed to be some modifications to 
the song order to suit the story or general flow. I had to take care that he didn't 
take these changes as rejection of his ideas in total, so there is still a majority of 
his writing and planning there. 
 
4 weeks to go: 
Some questions: how are members relating to the characters and script? 
The 'stepping back' from performing the characters by using the puppets - What 
is the experience of this? Is distance created? 
What is the back up plan if the performance cannot go ahead? 
The worst-case scenario is that I may have to retell the story of the project's 
process, and hat will be the presentation. 
What's the impact on the group when others don't turn up? What's the impact on 
the project's development? 
Everybody's relationship to the project: then and now? 
Separateness Vs Inter-connectedness: therapeutic implications of the work. 
Extension of aims: 
Performance goals? Why these? 
Build confidence of performing by really knowing why- test motivation, apply 
some resistance, question where it goes, sense and bring out excitement of what 
it feels like to have come this far. 
What will it mean to leave it here? 
Note to self: Notice all contributions at every level. 
B. Meyer off- acknowledgement is essential for feeling life's purpose that we 
exist and feel human. What we do has no meaning until it means something to 
others. It is not about telling the group this but having them tell me how this is 
for them and noticing it when it emerges. 
The D.C. is not about platitudes: that was great!! But are you somewhat 
changed by seeing this? What, Why- what caught your attention and interest? 
What in your own experience made this in particular stand out? The overlapping 
is what is important for the performers to hear- that what they have done has 
touched other's lives. We can feel better about ourselves when we can see that it 
makes a difference to others.  
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Comments from the group: 
 
"It‟s brave of the guys who speak the dialogue- I'd feel a bit uncomfortable 
about it" (Nomad‟s Puppeteer) 
"It‟s close to home- I've learnt to feel comfortable amongst the group"(Nomad‟s 
Speaker). 
"We're all in it together" (Nomad‟s Puppeteer). 
"His (the character's) change in perception- has been similar to my 
self"(Nomad‟s Puppeteer). 
"I really like being here in the group, and I appreciate being brought here" 
(Group member). 
"Nomad is shut off, but can't shut 'it' off. He is part of the world- Jude's change 
happens regardless of what they do is good to see happen" (Jude‟s Speaker). 
"Bringing songs- reflections of how someone's feeling, the character's reminds 
me of the song- the song I brought to the group helped me through some tough 
times." (Jude‟s puppeteer). 
 
3 Weeks to go: 
We try the D.C. questions with a social-work student, and we realize that it is 
perhaps a little confronting for most people to feel comfortable to openly 
respond to on the spot. We decide to give people the option of writing them 
anonymously, and standing to discuss them with the audience group if they 
want to. One of the solo singing performers has particular anxiety problems. 
She has a depth of performance experience, and I would like to ask her a little 
more about it, to know better what kind of experience this needs to be for her. 
She suggested today that sitting in front of the audience at the end might be a bit 
daunting, but I'm sure we can get around that somehow, it is not essential that 
she does. I have reassured her that the D.C. process is about getting 'real' 
feedback from the audience, not critique.   
 
The story is about love interest, and confidence to make connection with others 
in order to experience it. I am encouraging the group to include to “Well 
respected Man about Town” Lyrics in the reprise (the inspiration for the 
„Lonely Nomad‟ Song), to overt the connection to this concept, maybe desire to 
be this, but also the irony the song present that this „so well respected man‟ has 
everything? It questions the social stigma experience, which is empowering. 
Writing the „Lonely Nomad‟ song, I believe ennobles the character, we have 
empathy for his difficulties and see his hidden strengths that make him an 
unsung hero. I am conscious of making the parts fairly distributed, that they 
match what each member wants to do. Two more elderly members have been 
attending, but are not as active, so I am including them wherever possible. One 
has withdrawn, finding it difficult to follow what is going on due to being 
distracted by his inner dialogue, so I will make a point of following up with him 
after the performance. The story does come from the three or four most regular 
attendees, from the songs they chose and the role-playing of character 
interactions they make. This is creating a supportive dynamic between them, as 
they externalize the insecurities of reaching out to others and having a go at 
things. The connections, hopes and ways I have responded to them also is all 
coming through in the dialogue. The perspectives of creative development and 
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Narrative Therapy principles that I encourage them to consider are included 
also, in a figurative way perhaps, in a way to offer them as suggestions. I have 
known these three central members for about three years now; the three new 
performers and four peripheral artists create a very interesting group for me to 
be with. With such a dynamic, it is a wonderful growth and learning experience: 
helping me work through previous limitations and reconnect previously 
fragmented reflections. I regard these people as humble and unassuming, the 
trust emerging amidst the vulnerability is very affirming to witness. We are all 
strengthened by this experience. The „love‟ is important for me to stay open to. I 
see some of the members looking at me for this recognition and acceptance. It is 
very important that I respond authentically to this, so that they are affirmed in 
their experience of taking the chance to connect, but I am also aware that there 
is a chance of misinterpretation, and it makes for some amount of confusion on 
my part: my responses feel hesitant, censored and not spontaneous. This is a 
dilemma of therapeutic relationships that I would like to revisit a little later.  
 
The characters are from the material that emerged in the group experience, and 
as the process continues, there are some moments for the members when seeing 
this back is difficult for them. It is “close to home”. I try to reassure them that 
the themes are what many people will relate to, and that isn‟t that what making 
art is about? We agree on this, and maybe feel emboldened by the notion that 
we are making art. It gives us courage, to be brave in presenting these 
representations. I am sure that the strength hoped for in making the art will 
transfer to a realized feeling when others witness it in performance. That is what 
it is all about it seems. The characters embody the humour and compassion that 
they have brought to the shared experience, and that is also a great outcome. To 
perform the characters convincingly, they will be embodying the compassion, 
insight and humour they have created, with the courage and focus required to 
perform, this will no doubt be strengthening. 
 
It is not always smooth sailing entirely. Underneath, everyone has continuing 
insecurities, struggles with equanimity toward the others, the dynamics of being 
in a group project. There are a few moments I need to talk about what is going 
on with someone afterwards. It seems to lie in the sensitivity of what others 
think, the need for acceptance, and misinterpreting experiences while there is so 
much going on at once. The stories are being externalized, so there is 
opportunity to see in played out between the fictional characters for some 
distance of the matter. The potential for this is being realized in the process. It is 
very brave of people such vulnerability of self-confidence to present such real 
stories, but it is also a positive representation of them as survivors of the 
anguish of mental illness. Singing the stories, making them “sung heroes” for a 
change might make an experience of bring relief to the time when they were 
struggling. 
 
Perhaps the stigma of mental illness lies in denial, others not wishing to 
personally experience that pain. The experience of being in this group, of 
surviving and admitting to the vulnerability is ironically, a mark of the group 
members‟ strength. The project is at least a good use of time creating hopeful 
scenarios for these stories. “Where there is hope there is Life”: to say, that it 
brings space and willingness to connect in positive, affirming ways. If nothing 
more it is fun, and this time spent having fun is one good reason for continuing. 
Well-being is about the prevention and maintenance of our health, holistically. 
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Being part of a group also allows one to let go of such a tight control of life, 
enable a letting in and trusting of others who share life experiences.  
 
Ineffable experiences here are the things that are difficult to talk about, the 
taboo subjects. If I have no taboos, then the group has the potential to talk about 
anything. My limitations prove the most contriving of anyone in the group 
because of the position of facilitator I hold, I feel more restrained than I would 
be if I was participating as an artist only. It is difficult but necessary for me to 
sort out what my limitations are and be open to talking about such matters if the 
need arises.  
Topics that arise: Love! Not Coping! Not succeeding! Being a failure because 
of mental illness! These are ones that come to the groups‟ conversation, and I 
want to take the chance to talk about further. 
 
2 Weeks to go: 
 Feeling nervous is funny. I‟m led to think of how to deal with it. Is it possible 
to talk yourself into feeling differently by imagining yourself safe and 
comfortable when the nerves hit? For this to work it would need to be 
experienced on a deep level, like hypnotherapy. Music creates a mild trance 
state, perhaps positive feelings can be introduced with nervous states like 
performance lessening the negative affects of the nerves? Maybe this is where 
the potential for being really immersed in a creative experience can be 
therapeutic in a recovery sense. The courage of stepping forward amidst a fear 
or making light of a menacing emotional or mental state is perhaps along these 
lines of therapeutic recovery. Why else would we take risks like these? Healing 
by facing fear and stepping beyond it. 
 
 
Making note of the experiential needs of the four most regularly attending 
members: 
 
1) Self esteem and the positive feelings found in listening to music, 
especially well-written, honest songs. 
2) It is about companionship and success of personal achievement. He is 
deep thinking, he interpreted the butterfly flying away at the end; as you 
never know what‟s going to happen the next day, good or bad. 
3) It is about doing something lively and meaningful. 
4) It is about making something that highlights what she is capable of: 
building confidence to counterbalance her anxiety. 
 
My Reflections at the completion of the project: 
 
Lonely lives in the city! When people are alone, self-criticism and doubt can 
creep in. Focusing on errors or short-fallings only leads to a limited and finite 
sense of self, of life and what it can be. Looking at the bigger picture, amidst 
others creates opportunities to appreciate alternatives to achieving desires, and 
compassion to allow acceptance for what has actually turned out.  
 
One group member never seemed satisfied with a performance he gave. His 
experience of it was overshadowed by the self-evaluation that he hadn‟t hit the 
big notes. This was holding him back from seeing himself successfully connect 
to the audience and feel good about being there in the group. He said he 
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understood the concept of seeing the bigger picture and not focusing on the 
„grain-sized‟ mistakes in a whole landscape of experience, but couldn‟t let it 
„in‟. He put this down to being harshly criticized by his father, of whom he 
didn‟t feel real acceptance from. This marred his perception of his experiences. 
He swings from fantasy to remorse, that he hasn‟t achieved what he wanted, in 
this project but also generally in life. When he is down he holds a great sense of 
loss of time, that he hasn‟t been a successful man. These social constructs are 
very difficult for anyone to avoid. From our discussion of this, we looked at 
more spiritual achievements of life measures, and looked to the infinite, to 
ponder it for a while, outside of the material limitations of „man‟s livelihood‟.  
 
The fact that no one he‟d invited came to watch had a big impact on him. He 
was very disappointed for days, after the courage and risk in putting himself out 
there, the people he wanted to see him in this way didn‟t. Maybe he focused on 
his own mistakes, in order to have some reasoning for these feelings. We talked 
about externalizing and separating the affects of his father‟s behaviour toward 
him from his perceptions of himself. He found this quite emotional to think 
about, commenting that they were tied into all of his memories and how he said 
almost everything, but he would like to think about it at home. His perception of 
his performance seemed flooded with these emotions; I hoped there might be a 
chance that this would make a difference. I wanted to see if he could see these 
new experiences with alternative feelings than these arising with the negative 
memories, to be open to noticing other things in the experience. His desire to 
transcend the moment in a piece of music or song is something I recognize in 
other experiences, of the experience being more important than correct notes for 
a pianist, to feel the spirit, flow and rolling of the chords, the strength and 
beauty of playing this to become united and embodied with the music, to be 
other that what I usually am. This group member is open to what he wants, what 
he wanted, what he did and didn‟t get in life, but said he had some confusion 
about relationships with others, these experiences are fraught with projections, 
fears and doubts. 
 
Within the group, we think of a new project, to write songs, and put them within 
a setting, somewhere in Melbourne that has some positive significance to the 
group members. We talk about the possibilities of filming a clip at the locations 
to go with the songs. This seems it could be a way of further ennobling their 
stories, let them return to and celebrate their individual identities, as a way of 
departing from the project. The faith that I as a facilitator for the pantomime 
project have held is carefully handed back to them to take charge of, as a way of 
making a new start as we finish the project. This would highlight what they 
have discovered and reintegrated about themselves. These are possibilities that 
depend on the attendance and momentum, also of what else is going on in 
individual‟s lives at the start of a new year. As it turns out, there are only two 
people who continue for another 8 weeks or so, within the regular music session 
of the program. For these two group members it is an important transition 
period, letting the changes take place, and finding peace with what has emerged 
through the process. 
 
One group member has been working on a creative writing piece that features a 
ewe rescuing another sheep and returning him to the shepherd. The symbology 
of this is specifically Christian. He had felt very strongly about this, the story 
depicted a sheep getting lost and in a panic losing his footing and falling into a 
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hole. The ewe carried him back to the shepherd. It described feelings of fear of 
wolves attacking, and withdrawing from the world. We talked about the story, 
and the experience of performing. I asked him if performing and now 
expressing himself in the creative writing possibly made him feel more open or 
vulnerable than usual. He commented that in fact real repair in trust had come 
about through the process. I explored the acknowledgement of this happened 
within a group, and that he had overcome his own fears by standing amidst them 
and seeing the experience through. I wanted to explore the wish of being carried 
in its connectedness to the thoughts I‟d had about music lifting and carrying 
one‟s emotions. I chose to reflect on the matter of trust being repaired, as it was 
what he had raised.  
 
The sharing of a heart connection within the group through the development of 
the story and the music was an experience of real human connection, yet it was 
in that context only, not in real life. In his experience of not being able to 
maintain relationships beyond professional ones, this limitation proved to be a 
real barrier to him fulfilling his needs of sustaining relationships on his own. 
The „Violet‟ figure in the story represented positive connections to others but 
being in the every day setting of meeting at a coffee shop. He talked about these 
„Violet‟ type people, he has known, but I also wanted to raise the idea that the 
caterpillar was a companion that Nomad realized he had grown to appreciate. 
This less idealized character with its own foibles and insecurities was in deed a 
true friend to the Nomad character, and that Violet was also the unknown 
potential of the caterpillar. I was trying to suggest that by seeing things for what 
they are one might appreciate the person who is there, rather than a fantasized 
version of them. The possibility for real friendships would require letting go this 
version. 
 
The need for movement stands out for me. The prospect of continuing after the 
performance with more song writing and sitting now feels constraining. Perhaps 
it is a metaphorical movement, but I am drawn to move in my own experience: 
perhaps visit my own authentic movement and dance for a while. I find some 
workshops of Contemporary Koori dance that are just what I need to be in my 
body in rhythm, connected to the natural earth, dancing in the fresh air outdoors. 
The reclaiming of personal breath, space & movement seems a good idea for the 
group too. Movement for the group members would be an extension of what 
they have done, possibly taking these new insights and ways of seeing 
themselves into embodied movement exploration. After many years of sitting 
and limited movement, it might be interesting for them to experience a new 
sense of being in themselves. An audience member commented that the 
performance needed more movement. This speaks to a perception of limited 
movement. Perhaps movement may serve to fulfill the sensory experience 
longed for in the „Phantom of the Opera‟ and actualize a transformation for the 
„Jude‟ perspective, enabling movement beyond the stuck-ness that was 
dominant. I wonder how the process so far has set up a safe environment and 
preparedness for movement to be called for now? 
 
 My own reflections of stress and experiencing vulnerability required attention 
as I prepared to finish the project. Two things stuck in my mind: that this work 
is emotionally and philosophically challenging, as a worker is stretched to relate 
to many people with complex lives. Working together with them to put things 
together and cope after significant emotional and mental breakdown reveals 
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such a complexity and need for compassion and care. The other turn of phrase 
was “when one‟s own heart aches, you bend down to help up someone else‟s”. 
It speaks to me of the lives of people who do work in caring roles, that their 
own life may have pain, and on top of this or maybe made possible by this, you 
empathize and find compassion for others. It helps if a staff team can manage to 
sit together openly, non-judgmentally, with curiosity for how they see they 
would prefer to advance and find ways to go about this and support it of one 
another.      
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   Appendix K 
 
Moving On With What We‟ve Found - Lyrics 
Original song by Lisa O'Beirne 
 
We‟re searching for links that strengthen the way, 
A preferred way of honesty and strength. 
Remembering what‟s important to you, 
Remembering your life with these strengths. 
 
Understanding: let it come when it will, 
Let the birds singing and breeze be part of it too. 
Is that doubt I hear, the voice of doubt and fear? 
Draw all fond memories close to you,  
And think of what we have made this year. 
 
 
So I think we‟re walking the same beat, 
I think our hearts feel the songs. 
Yes we feel what we feel and yes-  
We‟re all still here! 
Taking this chance to be together. 
 
And now we‟re moving, 
Embodying what we choose. 
I feel my breath, my feet, my soul  
And see you all around. 
We‟re really moving, we‟re making new ground; 
Moving on with what we‟ve found, 
Now don‟t look back life is all in front of you. 
 
So I think we‟re walking the same beat, 
I think our hearts feel the songs. 
Yes we feel what we feel and yes-  
We‟re all still here! 
Taking this chance to be together. 
Moving on with what we have found. 
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